Interiorities in oral cultural landscapes: in/between - traditional Irish music and the made landscape of Ireland by Larkin, S
1Interiorities in Oral Cultural Landscapes
In / Between - Traditional Irish Music and the Made Landscape of Ireland
	 A	project	submitted	in	fulfilment	of	the	requirements	for	the	degree	of	Doctor	of	Philosophy





Interiorities in Oral Cultural Landscapes
In / Between - Traditional Irish Music and the Made Landscape of Ireland
iInteriorities in Oral Cultural Landscapes















































































































































































with	 music	 and	 landscape;	 on	 the	 other	 it	 was	 a	 technical	
practice that prepared for active participation in those musical 
and	cultural	landscapes.	This	practice,	begun	in	music,	evolved	
into a rich conversation with other musicians in a shared and 
supportive	exploration	of	a	culture.	The	particularities	of	place	
and	 landscape	 played	 an	 important	 role.	 Formative	 music	
making	often	took	place	in	the	homes	of	exceptional	musicians	







part	of	 the	 research	explores	 the	processes	 I	use	 to	develop	
an	 intuitive	 response	 to	 these	 in	 a	 contemporary	music	 and	
architectural	practice.	These	processes	have	their	foundations	
in a practice that shares musical and architectural perspectives 
and	 evolves	 connections	 between	 them.	 It	 is	 by	 observing	
these	connections	that	the	research	makes	its	most	significant	




practice	and	not	 the	musical	 side.	However,	 the	 influence	of	
musical	practice	quickly	became	evident	at	all	layers	of	thought	
and	this	discovery	was	important	for	the	research	and	for	me	
personally.	 A	 principle	 reason	 for	 this	 initial	 assumption	was	






speak	 for	 themselves.	 I	 am	excited	by	observations	brought	









3In	November	2013	 I	began	structured	 research	 into	my	cre-
ative	practice	through	RMIT’s	Invitational	Design	Practice	Pro-
gramme.	 This	 research	 developed	 from	 research	 strategies	















The	 research	 across	 the	 course	 of	 the	Ph.D	 aligns	with	 this	
description.	In	early	research,	outlined	in	this	chapter,	I	exam-
ine	 the	body	of	work	 that	had	gained	peer	 recognition	 in	ex-
hibitions, awards and publications or as van Schaik outlines 
‘demonstrated	mastery’	[van	Schaik,	2005].	This	corresponds	
with	propositions	and	enchainments	in	the	bar	diagram	or	the	
bottom	 ring	 of	 the	 come	diagram.	Also,	 at	 this	 early	 stage	 I	
Introduction	to	Research	Strategies
make	 significant	 observations	 on	 the	 nature	 of	 practice	 and	
the	tendencies	or	‘urges’	[Blythe,	Forthcoming]	that	drive	it.	
I	examine	enchainments2	[van	Schaik,	2005,	p.	106]	and	com-
munities of practice3 across a practice that includes music and 
architecture.	This	is	a	projects,	literature	and	music	review	that	
places	the	work	in	communities	of	practice.	These	communi-
ties	are	broad	due	 to	 the	 two	disciplinary	fields	and	 includes	
musicians	and	their	music-making	in	oral	musical	culture.	I	will	
explore	this	in	more	depth	later	in	this	chapter.	











2	 Leon	 van	 Schaik	 in	 Mastering	 Architecture,	 Great	 Britain,	 Wiley,	



















Significant	 observations	 and	 identification	 of	 gaps	 in	 the	 re-
search,	begin	 to	direct	 the	subsequent	 ‘tranches’	signalled	 in	
the	cone	and	bar	diagrams.	This	is	supported	by	personal	re-
flection on the work, the review process, supervisor support 
and	peers	in	the	Ph.D	community.	Each	particular	‘tranche’	pro-







I am able to describe the work as a result of the research and 
can	speculate	on	future	practice.	
We	will	see	that	this	research	method	has,	as	van	Schaik	and	
Johnson	 outline,	 “revealed	 hitherto	 undocumented	 design	
practice	processes,	unmasked	 intuition	and	 [makes]	 a	major	












the	 second	Research	Symposium	provides	 ,	 through	project	
and	literature	reviews,	a	survey	of	enchainments	in	which	that	
work	was	conducted;	a	series	of	intermediate	Research	Sym-
posia cover tranches of project work devised in a penultimate 
Research	Symposium	 -	 prior	 to	 their	 completion	 seminar	 at	
the	final	Research	Symposium	-	candidates	present	the	out-




port further reflection and become important to the develop-
ment	of	the	research.
This	 research	 is	 framed	 in	 my	 ‘mental	 space’	 [van	 Schaik,	
Johnson,	2011,	p.	21]	or	‘spatial	intelligence.’	[van	Schaik	2008]	
This	was	especially	pertinent	to	this	research	development	due	
to	 the	 particularities	 of	 a	 creative	 practice	 linked	 to	 physical	
and	oral	cultural	 landscapes.	 It	was	coupled	with	a	tendency	


















It provided real observations about a particular creative prac-




















research	findings	 for	presentation	 in	 the	PRS	and	supervisor	
sessions.	 In	 order	 to	 protect	 against	 subjective	 and	 biased	
opinion	in	self	validating	procedures,	I	built,	as	much	as	pos-
sible,	multiple	methods	of	review	into	the	research	strategies.	
This would allow different perspectives on the same problem 
and	I	would	then	be	potentially	able	to	separate	real	findings	






Construction	 Site	 as	 Architectural	 Design,	 RMIT	 University,	 2012,	
Smallbook	7,	p.	29.
6Peer	 validation	 continued	 in	 conversations	 in	 and	 out	 of	 the	
PRS	weekends.	This	occurred	across	the	ADAPT-r	community	









were the most prominent validation procedures in the process 

















included	 in	 outreach	 and	 dissemination	 packages	 including	
participation	in	symposia,	exhibitions,	publications	and	master	
classes.












as	 ADAPT-r	 days	 in	 host	 universities,	 interviews,	 exhibitions	
etc.	Training	 included	 research	and	method	 training,	person-











7of	 ‘transformative	 triggers,’	 [Blythe,	Stamm,	2017]	 that	deep-
ened	 understanding	 and	 supported	 research	 development.8 
Identification	of	these	transformative	triggers	highlighted	their	
significance	in	the	research	and	they	became	stepping	stones	
in	 the	 research	development.	Transformative	 triggers	 lead	 to	
‘refinement	and	explication	of	methods’.	[Blythe,	Stamm,	2017]	
We	 build	 upon	 the	 transformative	 observations	 and	 develop	
new	research	methods	particular	to	these	observations.	Many	
of these methods, like research case studies9	 or	 analysis	 of	



































the practice in music and architecture, to be in conversation 
with	landscape	and	oral	musical	culture.	In	this	shared	cultural	





8	 We	 can	 see	 a	 number	 of	 examples	 of	 transformative	 triggers	
across	 the	 research.	 I	will	 not	 outline	 them	 in	 depth	 here	 as	 they	
are	necessarily	observed,	and	expanded	on,	 in	 the	 research	docu-
ment.	We	can	cite	some	headlines	however	 to	evidence	 the	valid-
ity	 of	 the	 point	made	 here.	Obvious	 ‘transformative	 triggers’	were	
the	 connections	 between	 music	 and	 architectural	 practice.	 This	
continued	 to	evolve	across	 the	whole	body	of	 research.	Other	 ex-
amples	 in	 early	 research	 were	 the	 identification	 of	 a	 repository	
field	or	anthropological	field	as	 it	would	eventually	be	 termed	 (see	
chapter	 3);	 identification	of	 the	 importance	of	 ‘object’	 and	 ‘interior	














was	 interested	 in	 ‘the	poetic	or	metaphysic	of	architecture’.14 
Although	this	was	a	naive	statement,	it	did	place	an	emphasis	
on	the	inter-relational	patterns	of	meaning	in	the	language	of	




My	research	will	 look	heavily	at	 ‘processes’	 in	the	practice	of	
music	 and	 architecture	 and	 draw	 conclusions	 from	 there.	 	 I	
am	very	aware	that	there	are	many	potential	research	strands	
have	not	been	examined	here	and	offer	potential	for	future	re-
search.	These	will	 be	pointed	out	 in	 the	 research	document.	
Here,	I	have	followed	the	modes	of	analysis	that	became	ap-































The	physical	 category	 describes	 the	 actual	 spatial	 quality	 of	
where	 it	 is	played.	Music	sessions	work	best	 in	kitchens	and	
small	 rooms	 that	 support	 people	 playing	 music	 together	 in	
small	 ensemble;	 spaces	 that	support	conversation	and	build	
distinct	 communal	 and	 acoustic	 atmospheres.	 These	 spac-
es	are	 also	 closely	 linked	 to	 landscape	and	 local	 culture,	 of-




of	many	 tight	music	sessions,	 I	 have	developed	a	sensitivity	
to	space,	that	includes,	music,	acoustics,	congregation,	culture	
and	landscape.	This	leads	to	an	interest	in	the	atmosphere	or	










































scape,	 in	my	practice.	 This	 is	 not	 a	 picturesque	or	 romantic	
view	but	 rather	 a	 physical	 engagement	with	 a	 cultural	 land-
scape,	to	work	with	it,	shape	it,	using	the	objects	or	artefacts	
that	make	that	landscape.






hedgerows,	 manipulating	 ground,	 reclaiming	 bogs,	 tending	
livestock,	etc.	I	developed	an	appreciation	for	the	robust	‘made’	
character of the Irish rural landscape, an appreciation for the 
subtlety	and	seasonality	of	 its	spaces	and	how	these	can	be	












tograph	construction	 [Blythe,	2008]	mirroring	 the	 raw	natural	
qualities	 of	 the	 landscape	 or	 a	 remote	 outpost.	 Alternatively	









scape,	 they	become	 its	DNA,	 forming	 it	 and	 representing	 its	
natural	qualities	on	many	different	levels.	My	work	in	a	cultur-




culture.	 This	 runs	 deep	 into	 the	 heart	 of	my	 design	 process	
and	is	the	principal	subject	of	this	research.	It	is	a	type	of	an-

























‘compositional,’	 the	 subjective	 interior	 space.	These	qualities	
merge	to	form	the	cultural	experience	of	the	landscape	as	it	is	
formed	over	time.






row from the cultural landscape, its communities, oral cultures, 
literature,	artefacts	and	belief.
Real	space	emerges	as	 interior	compositional	space	 is	posi-
tioned	 in	 the	shared	cultural	space	of	 landscape.	 In	 this	way	
landscape continues to be formed from the multiple efforts of 
individuals	in	a	shared	cultural	community.	Our	interior	space,	




real	spaces	 rich	with	 the	 inheritance	 it	offers	and	strengthen	
the	cultural	space	of	landscape.
The historic cultural landscape is seen from two perspectives 
in	my	practice.	 It	 is	seen	from	the	perspective	of	oral	culture	
through	objects	and	artefacts	 in	music,	songs	and	stories.	 It	








This	 middle	 ground	 is	 conjured	 in	 these	 next	 3	 examples.	
The	 landscape	 is	 captured	 as	 a	 google	map	 image	with	 an	
accompanying	audio	file	of	music	associated	with	 that	area.	





























Initial observations were best captured in four architectural 
case studies as follows:

































and	 culture	 and	 the	 atmosphere	 of	 the	 interior	 especially	
through	sound.
Setting	 in	 Landscape	 and	 Building	 on	 Rugged	
Ground
The	site	is	on	a	granite	Island	that	is	now	linked	to	the	Donegal	
mainland	by	a	sandy	 isthmus.	 It	 is	 located	on	an	east	facing	
promontory	 with	 immediate	 views	 south	 and	 east	 across	





















shelter while a lime and local sand render dissolve the house 
into	the	colours	of	the	sandy	estuary.	Sod	roofs	dig	the	house	






elements but develop their own life in the project and contribute 
meaningfully.	Here,	for	example,	the	sod	roof	is	lifted	towards	
the	sky	to	make	sheltered	banks	in	the	ground	surface.	Similar	
examples,	 like	 Skara	 Brae	 on	 the	 Orkney	 Islands,	 deepen	
our	perspective	 through	 the	prism	of	 time.	The	construction	
detailing	 tries	 to	 emphasise	 the	 characteristics	 of	 the	 built	


































own natural resonances that contribute to the timbre of the 
central	acoustic.	A	number	of	these	are	also	tuned	to	resonate	
with	 particular	 notes	 for	 a	 subtle	 type	 of	 singing	 along.	 The	
walls,	 floor	 and	 ceilings	 are	 stepped,	 angled	 or	 profiled	 to	
minimise	 predominant	 standing	 waves.	 The	 materials	 are	
selected	based	on	their	properties	of	reflection	and	absorption.	
This	 produces	 colourful	 and	 generous	 reverberation	 time	 to	




walls,	up	steps,	or	under	 roofs	within	 the	 larger	 interior.	This	
leads to a prevalence of interior spatial landscapes across 
many	 of	 my	 projects	 as	 opposed	 to	 collections	 of	 closed	
rooms.	Naturally	my	ear	has	become	tuned	and	the	sound	of	
the space, which include natural resonances when there is no 
noise	source.	This	has	evolved	from	a	history	of	performance	


























SITE PLAN SHOWING OLD FARMYARD WALLS AND HOUSE IN RUINS
NThis	building	was	commissioned	in	2008	for	Paul	Conlon	and	
Clare	Williams,	who	were	 relocating	 to	Wexford	 from	Dublin.	





The	 landscape	 of	 South	 Co.	 Wexford	 is	 low	 lying	 slightly	
undulating	 farmland.	 The	 site	 is	 a	 ruined	 farmyard	 enclave	





The	 cellular	 spaces	 (private	 bedrooms)	 are	 at	 ground	 level	
within	 the	 privacy	 of	 haggard	 walls,	 hedgerows,	 crops	 and	
topography.	The	 living	areas,	 at	 first	 floor,	 develop	horizontal	
relationship across the broader landscape above the level of 
the	topography,	hedgerow	and	crops.	An	roof	oculus	centres	







between	 200mm	 and	 400mm,	 have	 significant	 spatial	 and	
material	 consequences	 in	 the	 low	 lying	 landscape.	 There	 is	
the	seasonal	character	of	the	surrounding	farmland	changing	














Again	we	 see	 a	 reading	 of	 cultural	 artefacts	 in	 the	 process.	
The	 influence	 of	 the	 classical	 house	 of	 the	 middle	 size,	 as	
categorised	by	Maurice	Craig	[Craig,	1976],	and	its	derivatives,	
is	evident.	This	type	of	house,	often	developed	by	prosperous	
farmers	 and	 merchants,	 is	 common	 in	 the	 locality.	 Key	
architectural	aspects	of	this	type	of	house	loosely	influence	the	
project	such	as	the	relationship	to	landscape,	spatial	planning,	
Piano	 Nobile	 and	 an	 ordering	 based	 on	 classical	 principles.	








relationships	 to	 landscape	similar	 to	 the	Villa	La	Rotonda	by	
Palladio
Again	 the	 construction	 detailing	 emphasises	 the	 multiple	
compositional	 layers	 of	 the	 project	 from	 structure	 to	 lining	
to	furniture.	Simple	details	that	develop	characteristics	found	
in	 cultural	 artefact	 are	 carefully	 developed	 to	 emphasise	
compositional	balance	rather	than	an	expressive	detail.	There	is	
a	farm-like	robustness	in	the	details	which	support	an	unfussy	







5. FIRST FLOOR TERRACE






















There is an emphasis is on an interior spatial landscape and 
similar	to	the	last	project	the	emphasis	is	on	one	large	resonant	
space	 rather	 than	 a	 series	 of	 closed	 rooms..	 Private	 cellular	
rooms	are	accommodated	in	the	conceptual	plinth	at	ground	
level	opening	up	 the	potential	 for	an	open	 interior	 landscape	




In	 this	 project	 the	 spatial	 condition	 is	 derived	 from	 light	 and	




























This	 building	 was	 commissioned	 in	 2007	 for	 Breandán	 and	
Máire	 Mhic	 Cormaic.	 It	 was	 completed	 in	 2011.	 The	 main	
principles	 are	 again	 present.	 Landscape,	 culture	 and	 the	











house	 and	 hedgerows	 are	 connected	 to	 the	 interior	 spaces	
through	colonnades	that	flank	both	sides	of	the	house.	In	fact	
the	 permeability	 of	 these	 walls	 become	 a	 key	 focus	 in	 the	














Field	 ground	within	 hedgerow	 extend	 into	 the	 interior	 of	 the	
house with ambitions, over time, for a wild wood to the south 
and	wild	garden	to	the	north.	The	level	field	surface	is	brought	












spatial	 relationships.	 A	 second	 gatehouse,	 that	 supports	 the	
character	of	the	farmyard	collective	relevant	to	the	type,	was	
planned	for	the	project	but	this	remains	unbuilt.	As	we	move	
into the detail we can see the continued influence artefacts 
especially	 in	 the	 colonnade	 and	 the	 classical	 sliding	 sash	
window	which	 in	 turn	evolve	 independently	 to	establish	 their	
own	 characteristics	 in	 the	 project.	 Other	 elements	 emerge	
in	 the	 process	 such	 as	 as	 chimney,	 gutter,	 gable	 and	 pitch,	








degrees	 of	 finesse	 ranging	 from	 the	 robust	 to	 the	 fine	 for	
the	 various	 compositional	 layers.	 A	mechanical	 character	 is	




The	 space	 of	 the	 interior	 principally	 seeks	 to	 connect	 the	
exterior	field	into	the	interior	atmosphere	of	the	house	so	that	
main	 interior	 spaces	 feel	 part	 of	 the	 field	 space.	 A	 garden	
‘interiority’	 will	 evolve	 over	 time	 as	 hedgerows	 develop	 and	




is	 supported	with	a	 system	of	 vertical	 sliding	 sash	windows	
that	disappear	 into	 the	wall	above	 the	colonnades.	A	narrow	
plan, that minimises depth in the interior, and the avoidance of 
coffered	ceiling	space	minimises	the	interior	spatial	character.	
This	 is	 a	 significant	 attempt,	 by	 comparison	 to	 the	 previous	
two projects, to position the space in landscape without an 
particular	emphasis	on	interiority	of	the	house	itself.
An	interest	in	the	sound	of	the	interior	returns.	In	the	Carrickfin	
project	 the	 sonic	 quality	 developed	 as	 a	 single	 resonant	
atmosphere	modulated	 by	 secondary	 spaces,	materials	 and	
geometry.	 In	 this	 project	 the	 spatial	 arrangement	 is	 more	
cellular,	especially	upstairs	due	to	brief	requirements.	There	is	
an attempt to build a harmonic collection individual acoustic 
chambers	 based	 on	 Pythagorean	 proportional	 geometries.	





apparent.	 It	 was	 expected	 that	 the	 overall	 acoustic	 timbre	
of	 the	house	would	be	 influenced	by	 the	proportional	 rooms	
FIRST FLOOR LEVEL
PLAN OF SASH WINDOW
ELEVATION OF SASH WINDOW (EXTERNAL)











BLUE BANGOR SLATES ON BATTENS AND COUNTER BATTENS WITH 
BREATHEABLE UNDERLAY DRAPED BETWEEN BATTENS. 
NATURAL INSULATION WITH VAPOUR CHECK TO UNDERSIDE.
CAST IN SITU CONCRETE GUTTER TO FALLS.
CODE 05 LEAD LINING WITH FALLS TO INSIDE OF GUTTER.
2: FIRST FLOOR CEILING
PAO PAIRED LARCH BEAMS WITH SPACERS.
SQUARE EDGED LARCH BOARDS TO UNDERSIDE.
3: WALLS
CAVITY WALL CONSTRUCTION.
215MM THICK INNER LEAF.




4: GROUND FLOOR CEILING
PAO LARCH FLITCH BEAMS WITH 15MM STEEL PLATE.
PAO LARCH JOISTS OVER AND SQUARE EDGED T&G BOARDS.
INSULATION AND POLISHED CONCRETE SCREED OVER.
5: WINDOW 
SINGLE HARDWOOD VERTICAL SLIDING SASH WINDOW OPERATING ACROSS 2 
STOREYS WITH PAIRS OF LEAD COUNTERWEIGHTS BOTH SIDES HUNG ON CHAINS.
WEIGHT BOXES BOTH SIDES INTEGRATED INTO FRAMES AND INTERNAL LINING.
WINDOW CONSTRUCTION IN DEPTH OF INNER LEAF WITH WBP PLYWOOD 
BRACING AND VAPOUR CHECK.
CAST IN SITU LINTEL DRAINING TO EITHER SIDE.
CONTINUOUS CAST IN SITU POLISHED CONCRETE SILL .
6: GROUND FLOOR









outlined	 arranged	 in	 acoustic	 enfilade.	 However,	 the	 narrow	




space into a resonant environment and make it apparent to the 
naked	ear.
Again	 the	 consequences	 of	 the	 spatial	 ambition,	 the	 interior	
space	 in	 landscape,	 is	 reflected	 in	 the	 acoustic	 atmosphere.	
The	external	sonic	atmosphere	of	birdsong	and	insects	is	the	
















































exhibition	 in	Dublin	 in	2009.	 It	developed	a	principal	 idea	that	
sound	in	space	can	become	part	of	architectural	exploration.	
We	wanted	to	see	if	we	could	make	a	powerful	sound	experience	
in	 a	 type	 of	 built	musical	 instrument.	 It	 examines	 standings	
waves	 in	 interior	space.	 It	comes	 in	3	parts.	A	proposition	 to	
make	 a	 pavilion	 tuned	 to	 the	 g	 harmonic	 scale,	making	 the	
pavilion itself and then developed a number of compositions 
for	the	spaces	with	associated	visualisations.	
It	seeks	to	make	a	pavilion	that	is	tuned	to	the	G	harmonic	scale.	
A	 standing	wave	 occurs	 between	 reflective	 parallel	 surfaces	
when	 a	 frequency	 is	 the	 same	 as	 the	 dimension	 between	
opposite	 walls.	 The	 sound	 wave	 amplifies	 and	 increase	 in	
volume and duration as the sound wave doubles back on itself 
in	 reflection.	 A	 perfectly	 rectangular	 room	 has	 the	 potential	
for	3	standing	waves	in	the	x,y	and	z	coordinates.	We	sought	


















bells and other instruments in 
Pythagorean	tuning
Fig	1.35:	Soundwaves	showing	







calculation of proportions for 
standing	waves	in	G	harmonic	








In	 these	 way	 we	 established	 three	 overlapping	 orders.	 This	
would	allow	us	to	fill	in	the	parts	of	the	frame	required	to	make	
a	 range	of	 interior	 spaces.	 The	 enclosing	 surfaces	 (to	make	
internal	rooms	within	the	frame)	could	be	adjusted	depending	
on	 priority	 of	 notes.	 The	 proportional	 system	 established,	
through	first	principles,	the	pythagorean	proportional	systems	
evident	in	classical	architecture.
A number of musical (sine wave) compositions were then 
played	 (chamber	 specific)	 in	 the	 soundbox	 allowing	 visitors	
to	 experience	 spaces	 filled	 with	 standing	 waves.	 A	 type	 of	
sound	 sauna.	 Standing	 wave	 phenomena	 in	 the	 chambers	









































This	 concludes	 an	 introductory	 presentation	 of	 the	 main	
themes	of	practice	through	4	architectural	case	studies.	These	




architectural	 case	 studies.	 This	 reflects	my	 own	 bias	 at	 the	
beginning	 of	 the	 research.	 The	 role	 of	 my	 music	 practice	
becomes	quickly	apparent	in	the	next	early	stages.	I	begin	to	
discover	the	connections	between	my	practice	as	an	architect	
and	practice	as	a	musician.	 I	begin	 to	discover	 the	 influence	





















is	 invited	 to	begin	by	making	an	account	of	 the	collection	of	
projects	 that	 make	 up	 their	 practice”	 [Blythe,	 Forthcoming]	
Blythe’s	 diagram	 describes	 a	 process	 of	 examining	 projects	
from	practice	and	identifying	‘urges	in	practice	[…]	tendencies	
that	drives	the	practice	in	a	particular	direction’	through	multiple	
projects.24	 The	 research	 method	 was	 developed	 directly	
from	this	description	as	 it	seemed	 like	a	good	starting	point.	
I	 gathered	 visual	 representations	 of	what	 I	 perceived	 as	 key	
moments in practice in both music and architecture based on 
the	methodology	outlined.	Blythe	also	outlines	similar	research	
methodologies	 in	 past	 RMIT	 doctoral	 research.25 [Blythe,	
Forthcoming]
Observations made in the initial case studies were helpful in 





The	 first	 shift	 in	 research	 emerged	 from	 early	 research	
methodologies	 where	 key	 projects,	 or	 influences,	 in	 music	
and architectural practice were collected and mapped on a 
timeline.	 This	 methodologies	 evolved	 from	 RMIT	 research	
methodologies	 outlined	 by	 Richard	 Blythe	 in	 “Framework	
for	 Practice	 Based	 Phd’s”	 [Blythe,	 2014]	 and	 again	 in	 “An	
Epistemology	 of	 Venturous	 Practice	 Research.”	 [Blythe,	
1.	2	General	Theory	of	Practice
24 Blythe,	 Richard,	 Framework	 for	 Practice	 Based	 Phd’s,	 https://
vimeo.com/90515214;	Blythe	explains	this	well:	2.29	“Begin	to	look	
at the collection of projects which have made up that practice over 
a	period	of	 time.	And	 to	begin	 to	 try	an	understand	 those	and	 the	
links	between	 them.	We	 invite	 candidates	 to	 think	about	how	you	
could	 group	 these	 particular	 projects	 into	 sets.	 	 And	 you	 might	
call	 this	 a	 grouping	 into	 sets	 based	 on	 something	 like	 familial	















identification	 and	 articulation	 of	 singularities	 rather	 than	 general	




practice itself and what drives the practice and other times of course 
it	can	lead	to	dead	ends	and	things	that	are	not	so	useful.	But	sitting	
at	the	core	of	 this	 is	the	 idea	that	for	every	practice	there	 is	some	
notion	of	wonder,	an	 interest	 in	something,	or	as	my	colleague	Jo	
van	den	Berghe	has	pointed	out,	a	sort	of	‘fascination’	that	compels	
the creative practitioner to move in some sort of direction and the 







techniques	 in	 the	 past.	 “Hook	 and	 Saunt	 in	 their	 PhDs,	 adapted	
the	spider	diagram	used	as	a	tool	 in	categorising	wines	according	
to	 qualitative	 characteristics	 to	 unpack	 (as	 Hook	 describes	 it)	








Using	 this	 research	method	 I	 was	 able	 to	 track	 these	 initial	
‘urges’	with	 clarity	 towards	 ‘singularities’	 [Marcello	 Stamm]26 
rather	 than	 general	 theories	 of	 practice.	 Initial	 observations	
were made as to what compelled the creative practice to 





were	 analysed	 in	 a	 number	 of	 frameworks	 and	 eventually	
categorised	 into	 two	 conceptual	 perspectives;	 ‘Objects’	 and	
‘Interior	Space	of	Composition.’	 It	 revealed	a	conceptual	 lens	
through	which	observations	were	made	in	the	anthropological	
fields	 of	 music	 and	 landscape	 as	 we	 will	 see.29 These two 
categories	would	allow	a	deep	exploration	of	the	connections	
between	the	creative	practices	of	music	and	architecture.
The	 development	 of	 a	 framework	 organised	 key	 moments	
in	 practice	 into	 a	 visual	 structure.	 I	 used	 a	musical	 scoring	
technique	as	an	established	method	of	mapping	relationships.	
The	 practice	 history	 examples	 were	 recorded	 on	 a	 timeline	







with	 landscape	 and	 spatial	 intelligence	 forming	 the	 middle	
ground.	 This	 was	 open	 to	 interpretation	 and	 there	 is	 much	
cross	contamination	across	these.
General	 themes	 were	 distilled	 into	 four	 categories	 brought	
about	 by	 the	mapping	 process.	 It	 was	 possible	 to	 trace	 the	
tendency	 for	 conceptual	 thinking	 to	 move	 across	 the	 fields	
of	 practice.	Music	and	architecture	practices	were	operating	
in	 similar	 conceptual	 [or	 thinking]	 fields	 with	 significant	 and	




thinking	 and	 repository	 fields;	 subjective	 conceptual	 thinking	
from	the	anthropological30	field	of	practice.	This	was	the	first	
glimpse	 of	 the	 cultural	 landscape	 as	 a	 repository	 of	 cultural	
artefacts,	 a	 type	 of	 anthropological	 field	 and	 the	 conceptual	
compositional	 interior.	 The	 blue	 lines	 trace	 the	 tendency	 of	
conceptual	thinking	in	music	and	architecture	to	move	across	
the	full	landscape	of	practice.	The	degree	to	which	this	occurred	









the	 principal	 themes.	 These	 characteristics	were	mapped	 in	
two	 stages.	 Firstly	 the	 broad	 characteristics	 and	 then	more	
precise	overall	categories.	The	main	archipelagoes	of	interest	
emerged	with	the	following	categories;	 Interior	 in	Landscape,	
Landscape as a Collection of Interiors, Material Culture, 
Cultural	 Elaboration	 /	 Distillation,	 Made	 Artefact	 (geometry,	




some	 of	 these	 classifications	 were	 broad	 and	 inconsistent,	
they	could	be	organised	into	two	camps	or	modes	of	practice,	
‘objects’	 and	 the	 ‘interior	 space	 of	 composition.’	 Object	 as	
artefact	 (embodied	 knowledge)	 and	 spatial	 composition	
(relationships	composed).	These	are	consistent	with	discoveries	
from	 the	 framework	 (Material	 Culture	 and	 Landscape).	 This	










preceding	 research.	Once	 these	were	 identified	 the	 research	









I	 will	 briefly	 outline	 characteristics	 of	 these	 cornerstones	 of	
practice.	 In	 subsequent	 chapters	 these	 will	 be	 examined	 in	
much	more	 detail,	 defining	 them	more	 closely	 and	 outlining	
their	consequence	to	the	process	and	thinking	of	practice.	
1.	 Objects;	 I	 study	 context,	 culture	 and	 meanings	 through	
objects	and	use	the	objects	themselves	in	an	improvisatory	
design	 process.	 This	 is	 a	 process	 that	 has	 evolved	 from	
my	oral	musical	 background	where	objects,	 like	 tunes	or	
poems,	 are	 transferred	 from	 generation	 to	 generation	
retaining	 complex	 sets	 of	 information.	 They	 exist	 as	 the	
artefacts	of	the	culture.
2.	 Interior	Space	of	Composition;	objects	enter	relationships	
to	 build	 an	 ‘Interior	 Space	 of	 Composition,’	 a	 subjective	
compositional interior made from the real artefacts of 
the	 cultural	 landscape.	 In	 other	 words	 our	 perceived	
spatial	 worlds.	 This	 compositional	 space	 has	 real	 and	
metaphysical	 characteristics,	 with	 associated	 cultural	
meanings	 and	 characteristics.	 This	 is	 an	 interior	 shared	
in	culture,	developed	in	the	laying	down	of	relationships	in	
space	over	time.
Objects, real and intentional objects, compositional objects 
with	compositional	meaning	or	artefacts	with	cultural	meaning,	











a tune or a material object - that is still a perceptual object, or 
compositional	object,	but	has	accrued	cultural	meaning.32 
‘Interior	 space	 of	 composition’	 leads	 to	 the	 development	 of	
new	work	in	existing	landscapes.	It	relates	to	the	development	
of	a	subjective	intra-compositional	space.	This	is	the	aesthetic	
interior	shared	 in	art,	architecture	and	music.	 It	also	 includes	
our	subjective	experience	of	exterior	space,	the	physical	spatial	
construct,	a	rural	community,	a	city	etc.	We	bring	our	individual	
interior	 spatial	 imagination	 to	 these	 physical	 environments.	
When	 they	 emerge	 into	 the	 real	 world	 they	merge	 with	 the	
spatial	imaginations	of	others	to	build	the	real	inhabited	spatial	
environment.	
Our inhabited cultural landscapes evolve over time as our 
spatial	imaginations	congregate	and	build	the	world	inhabited	
by	 humans.	We	 recognise	 and	 share	meanings	 already	 laid	
down	in	those	inhabited	landscapes	through	our	interior	space	
of	composition.	This	is	shaped	by	our	understanding	of	those	
cultural	 landscapes.	Only	 the	pioneers	who	walk	 in	a	natural	
landscape	for	the	first	time,	see	it	through	the	eyes	of	their	own	
interior	 space	 of	 composition,	 their	 imagination,	 their	 spatial	
intelligence.	I	can	only	imagine	what	this	primary	experience	of	






between	 Cultural,	 Compositional	 Meaning	 and	 Presentational	
Meaning	identified	in	Chapter	2.
43
In this research I looked back at past projects and the evolution 
of	 the	 design	 practice	 in	 order	 to	 understand	 how	 critical	
thinking	has	evolved.	It	is	a	type	of	anthropological	architecture33 
that	we	will	explore	in	more	depth	later.	On	one	hand	I	collect	
and	 explore	 ‘objects’	 or	 ‘artefacts’	 that	 have	 come	 into	 the	
orbit	of	 the	design	process.	These	are	edited,	developed	and	
improvised to develop new objects and positioned in new 















cultural	 landscapes	 for	 study.	 These	 are	 two	 separate	 but	
overlapping	cultural	landscapes,	traditional	Irish	music	and	the	
physical	Irish	landscape.	It	is	from	here	that	‘objects’	or	cultural	
artefacts,	 repositories	 for	oral	 cultural	 thought,	 are	collected.	
Through	the	design	process,	new	objects	emerge	that	are	also	
placed	 back	 into	 the	 repository	 fields	 as	 representations	 or	
developments	of	 that	cultural	 thought.	 In	 this	way	 I	continue	
to	work	in	an	oral	cultural	tradition,	to	explore	and	contribute	to	
old	complex	cultural	landscapes	through	objects.
The	 early	 research	 outlined	 above	 was	 a	 backward	 looking	
study	of	 creative	practice.	 In	 the	 subsequent	 research	 I	 look	
forward,	 to	 current	 projects,	 and	 carry	 out	 research	 in	 the	




This	 drawing	 process	 is	 an	 intuitive	 way	 of	 extracting	
information	about	working	creative	process.	It	provides	a	way	
to realise information that is so central to creative process that 
it	is	difficult	to	see.	By	drawing	I	can	position	this	information	
in	a	drawing	object,	and	then	think	about	it	more	consciously.	











The	 research	 programme	 outlines	 the	 necessity,	 in	 the	
practice	 based	 research	 model,	 of	 trying	 to	 understand	 the	




projects and other communities that are critical in terms of the 
practitioners	own	thinking	about	their	practice	and	their	work	
[…]	 in	traditional	research	methodologies	this	is	often	referred	
to	as	establishing	a	 literature	 review.	But	because	 in	creative	
practice	work	 it	 is	not	 just	 text	but	also	drawings	and	works	
and	 so	 on,	 and	 also	 including	 texts,	 we	 refer	 to	 this	 as	 the	
communities of practice that surround a particular creative 
practice.”	[Blythe,	2014,10.29-12.54	excerpts]
As the relevance of two creative practices, music and 
architecture, became apparent I felt that it was important to 
identify	and	record	my	communities	of	practice	in	both	fields.	
It	 was	 difficult	 to	 organise,	 edit	 and	 draw	 conclusions	 from	
a	 large	 and	 diverse	 community	 across	 these	 two	 practices.	
I	 developed	a	mapping	system,	or	drawing,	 that	allowed	me	
position	the	communities	of	practice	visually	 in	order	of	their	






across	 two	 practices.	 Most	 significantly	 it	 introduced	 two	
hemispheres	of	practice,	in	close	proximity	but	very	definitely	
distinct	from	one	another	with	only	a	small	degree	of	overlap.	
Also,	significantly,	 it	 introduced	a	 ‘masterpiece	sphere’	which	
was free from enchainments35 and which I review later in this 
chapter.	Project	based	communities	of	practice,	seen	later	in	in	
the	‘Coppenagh’36	example,	shows	how	a	specific	community	
34	 The	 term	 ‘community	 of	 practice’	 is	 derived	 from	 enchainment	
set	out	by	Leon	van	Schaik	in	Mastering	Architecture,	p.	106-108.	“I	
take the term enchainment from Randall Collins, and use it to mean 
the	processes	by	which	individuals	align	themselves	with	the	players	

























in	 my	 communities	 of	 practice.	 In	 developing	 this	 framing	
methodology	 I	 developed	 categories	 for	 “Peers,	 Challengers	
and	 Mentors.”	 This	 was	 in	 order	 to	 develop	 awareness	 of	
practice position in a tri-polar environment as outlined in van 
Schaik’s	 essay	 on	 differentiation	 “The	 fifth	 fan	 is	 the	 fan	 of	
enchainments.	 [Randall	 Collins,	 2000]	 No	 one	 works	 alone,	
everyone	works	in	the	context	of	what	others	are	doing,	have	
done.	 People	 are	 aligned	with	 or	 opposed	 to	 a	 constellation	
[Stamm]38	 of	 peers,	 mentors	 and	 challengers.	 Mapping	
these	 helps	 designers	 articulate	 their	 positions.	 We	 now	





I	 sought	 to	 develop	 a	methodology	 that	 could	 organise	 the	
relationships	to	practice.	A	mapping	technique	was	developed	
to	position	the	communities	of	practice	(CoP)	according	to	their	
mode	of	practice	 (architecture	/	music),	 the	strength	of	 their	
influence	and	categorisation	as	peers,	mentors	or	challengers.	
[van	Schaik,	2005]	 	The	practice	 is	 located	 in	 the	centre.	The	








are	 formed	 that	might	 link	a	number	of	names	 together	 in	a	
family	 or	 culture	which	 in	 turn	 can	 be	 then	 considered	 as	 a	
community	of	influence.
In	 the	 architectural	 hemisphere,	 and	 as	 predicted	 by	 van	
Schaik39,	 two	 categories	 became	 most	 prominent.	 An	


















conversations	 about	 architecture.	 This	 shows	 a	 community	
established	 in	Dublin	 that	makes	the	space	of	practice.	They	





the	5	 -	6	o’clock	position	we	can	 identify	 the	challengers,	 or	
influential	 practitioners.	 Challengers	 are	 seen	 in	 these	 early	
diagrams,	not	as	critical	voices	but	as	 those	who	 ‘challenge’	
work	 in	 the	context	of	what	 the	practice	 is	 trying	 to	achieve.	
They	are	critical	‘friends’41	in	the	history	of	practice	or	‘mentors’	
in	van	Schaiks	categorisation.	
Van	 Schaik	 describes	 this	 type	 of	 influence	 on	 practice	 as	
follows	 ”You	 pick	 your	 mentors.	 […]	 You	 choose	 them,	 they	
don’t	choose	you.	 […]	For	now	every	one	of	us	should	have	a	
mentorship	 chart	 and	 review	 it	 regularly.	 Whom	 we	 admire	
shapes	 the	 way	 in	 which	 we	 master:	 towards	 tradition	 or	
towards	creative	innovation.”	[van	Schaik,	2005,	p.	108]	[…]	This	
is more apparent in the communes of practice in architecture 
that	in	music	(although	it	was	apparent	in	music	15-20	years	
ago).	The	challenge	of	 striving	 towards	mastery,	 captured	 in	
the	mentors,	is	what	is	evident	in	these	early	drawings.
A	 different	 landscape	 exists	 in	 the	 music	 hemisphere,	










with	 practitioners	 embedded	within	 these	 cultures.	 As	 these	
archipelagoes	move	towards	the	centre	they	include	less,	but	
more	 significant	 practitioners.	 The	 practitioners	 close	 to	 the	
centre	and	represent	a	peer	community.
There	 is	 only	 slight	 crossing	 between	 the	 hemispheres	 of	
architecture	and	music	at	the	6	o’clock	position.	It	predominantly	
excludes	 the	 practice	 of	 traditional	 irish	 music	 from	 the	
architecture	hemisphere	except	for	a	couple	of	examples.	This	
illustrates	 the	 perceived	 separateness	 in	 the	 early	 stages	 of	
the	 research.	 As	 the	 COP	 diagram	 develops	 the	 relationship	
between music and architecture evolves and the links between 
them	become	clearer.
40	 	During	 the	 course	of	 the	 research	 this	will	 extend	 to	 an	actual	
project	completed	together	in	the	Irish	Pavilion	in	the	London	Festival	
of	Architecture.	 I	posit	 that	this	was	due	to	a	strengthening	of	this	




This	 initial	 sketch	developed	 to	become	a	kind	of	CoP	world	
map.	The	same	methodology	is	used,	where	influences	in	my	
community	of	practice	are	positioned	in	orbit	around	a	centre	
point,	my	 creative	 practice.	 The	world	map	 become	 a	 work	






areas.	 It	points	to	a	particular	set	of	 interests	 in	architecture.	
On	the	musical	side	there	is	a	larger	community	of	peers	and	
mentors	that	emphasises	a	broader,	more	generalised,	musical	
landscape	 or	 culture.	 The	 community	 of	 practice	 in	 both	
hemispheres	evidence	an	interest	in	the	characteristics	of	long	
cultural	traditions	which	was	no	surprise.	Peers	and	mentors	
provided a important supportive cultural communities in both 
architecture	and	music.	‘Challengers’	identified	in	this	drawing	
(mentors	 as	 outlined	 by	 van	Schaik)	 represented	works	 that	






who	 made	 objects	 with	 strong	 character	 in	 ‘oral’	 material	
culture	 were	 indicated	 as	 red	 on	 the	 drawing.	 Practitioners	
who	developed	relationships	between	things	or	objects	in	the	
metaphysical	space	of	composition	or	 in	 real	physical	space	




the	 role	of	objects	 in	 the	work,	 in	 the	anthropological	design	
process.	 We	 will	 also	 understand	 how	 spatial	 relationships	
evolve	 in	 the	work	 in	composition	and	syntactical	structures.	
The	CoP	points	to	ways	that	certain	architects	and	musicians	












































Space in time Open-ness and closed-ness
Conversational Music Space Landscape	-	perceived	field	in	time
48
Tangible character in form, material, weight, melody etc
The shape of things, real and metaphysic - geometry, 
plastic, organic - manmade thought object / natural object 
Embodied knowledge - cultural, intelligence, craft, feeling, 
beliefs - Moving towards artefact
Completeness - constituent parts forming a cohesive whole 
- returning to object - Moving towards artefact
Difference - the starting points of the landscape of difference. 
We do not understand the object. We understand them through 
their differences with other objects. 
Notes
Space develops understanding of relationships and 
DIFFERENCES and carry us towards meaning.
Feeling in Objects developed in relationships
Very clear in music
Notes
Practice is at the centrepoint. References proximity to the centre indicate influence on 
project. Shaded area at centre is the pushing energy of the project
Dials of mentor peers and challengers allow the references to be positioned in relation to the 
centre based on their categories. These dials overlap allowing influences to be in 1, 2 or 3 
categories as required.
The diameters of the circles recognize their general influence or importance on development 
of architectural thinking
Proximities suggest refs in same cultural field
Chains indicate relationships under the Object / Space subthemes. Heavily trafficed points 
suggest more influence across sub themes
Tangible character (children songs, fugues,
universes, microkosmos, set dance, air)
Melody as Artefact
Improvisation on Objects
Allows understanding through continual difference or a
continually shifting perspective.
Imperfection and Tone Quality (weathering)
Imperfections characterise poetic failure of human reach.
Difference in Irish Music - this carries
us towards cultural understanding and
ordinary meaning.
Notes
Space develops understanding of relationships and
DIFFERENCES and carry us towards meaning.
Feeling in Objects developed in relationships


















CRAFT / EMBODIED KNOWLEDGE































































Read siza on place
Only way to understand 




























































Dom Hans Van Der Laan






















































































































It is also interesting the layout of peers mentors and challengers in the eastern and western hemisphere.
Most interesting is the transcendent sphere. Masterpieces that loose the creator and become touchstones for culture. They are objects 
that make or contribute significantly to compositional space or cultural landscapes. 
I can see this most clearly in tunes which are memory objects in an oral culture.
Each tune has a history.
EG O Carolans farewell to music. 
Records the episode of O carolans death, his last reflection, the people around him, his ancient physical and musical landscape.
Then the conversations that the tune has been engaged in since. A profound conversation due to the tunes nature.







Ravenna (celestial / silent space)
Markli (proportioned space)
Fehn (





Katsura (collection space - stage 
space)
Georgian Dublin

























Compositional Space / Tapestry
Moving out of NOISE towards SILENCE
Order - understanding (materials / geometry / relationships)
Proportion and Measure
Fugue Relationship (multiple objects)
Landscape (perceived field in time)







Compositional Space / Tapestry
Moving out of NOISE towards SILENCE
Conversation Music Space
Fugue Relationship (multiple objects)
Composed Space / Proportion and Measure




















They	 are	 often	 adopted	 as	 cardinal	 points	 of	 practice,	 free	
from	 the	 enchainments	 and	 significances	 of	 their	 authors.	
Practice	seeks	to	engage	with	these	objects,	to	enjoy	aesthetic	





balance	 and	 beauty.	 They	 are	 easy	 to	 identify,	 especially	 in	
particular	projects,	as	they	are	much	more	stable	anchors	than	
the	fluid	CoP.
This	 observation	 about	 the	 masterpiece	 sphere	 is	 brought	
about	 by	 musical	 practice.	 It	 is	 populated	 by	 tunes,	 whose	




The transcendent hemisphere represents the potential of 
objects	to	become	embedded	in	cultural	history	and	transcend	
authorship.	 It	 recognises	their	value.	To	remain	embedded	 in	
a	 community	 of	 practice	 is	 to	 risk	 substantial	 enchainment,	
to	 follow	 cultural	 norms,	 practice	 techniques	 and	 ambitions.	
The	masterpiece	sphere	recognises	that	the	relationship	with	
objects	 themselves	 is	a	way	to	avoid	 these	enchainments.	 It	
establishes a simple relationship with these transcendent 







I	began	mapping	influence	of	objects	or	artefacts42 on a case 
study	 in	 the	 research.	 This	 tests	 the	 observations	 in	 early	
research	about	an	oral	or	anthropological	practice	that	explores	
cultural	landscape,	architecture	and	music	through	objects.	As	
process	 embeds	 objects	 or	 artefacts	 in	 the	 design	 process,	





and	 Assembling	 Objects’	 the	 design	 process.44	 The	 general	
structures	of	the	peers,	mentors	and	challengers	remain	in	the	
drawing.	The	music	hemispheres	 is	no	 longer	present	as	we	
concentrate	 on	 a	 particular	 ‘architectural’	 project.	 As	 before,	
the	fundamental	 themes	are	 identified	by	proximity	to	centre	
and	size	while	the	background	themes	are	located	further	out.	
The	 specific	 characteristics	 of	 the	 objects	 are	 described	 in	
each	entry.
We	 can	 see	 a	 clear	 landscape	 of	 objects	 that	 influence	 the	
project.	 How	 objects	 contribute	 to	 the	 thought	 processes	 in	
the	project	are	identified	in		‘object’	and	‘compositional	space’	
categories.	We	see	that	many	of	these	objects	are	named,	for	
example	 a	wall	 or	 eaves	 etc.	 This	 naming	 or	 categorisation	
of	 objects	 is	 important	 and	 points	 to	 the	 building	 of	 what	 I	







and	 again.	 Compositional	 objects	 and	 artefacts	 become	
archetypal	 forms	 of	 landscape,	 or	 at	 least	my	 landscape	 of	
practice,	as	subjective	significance	is	applied.	With	each	new	
project	 we	 understand	 them	 better.	 Concerns	 embodied	 in	
these objects and artefacts are shared with mentors from the 
CoP.	We	 see	 Siza,	 Markli,	 Corb	 and	 others	 exploring	 similar	
artefacts,	 pouring	 over	 old	 relationships	 and	 challenging	 our	
perception	of	them.	In	this	drawing	analysis	of	a	case	study	we	
can	see	them	clearly	in	the	specificity	of	a	project.
It remains surprise to me that I did not understand the role 
of	my	 oral	musical	 practice	 on	my	 overall	 creative	 practice.	
It	 is	now	clear	 that	my	oral	archive	and	oral	processes	are	a	
fundamental	part	of	my	creative	practice.	This	oral	technique	
becomes	 a	way	 of	 seeing,	 of	 exploring	 that	would	 evolve	 to	
run	through	all	creative	practice.	My	CoP	has	helped	evolve	my	




to support the cultural space around the objects but the real 
development	is	a	personal	relationship	with	the	object.
Objects and Masterpieces 
1.3		General	Theory	of	Practice
42 See	p.42	














presented	here,	 carried	out	 at	PRS	1	&	2,	 are	 early	 research	
drawings	 that	 tended	 to	 look	 backwards	 at	 practice	 history.	
They	 do	 not	 record	 the	 seismic	 shift	 in	my	 CoP	 as	 a	 result	





chapter 746	 the	 prominent	 role	 played	 by	 the	 PRS	 research	
community	in	my	Community	of	Practice.
A	 literature	 review	 builds	 around	 many	 of	 the	 observation	
made in the research which have found rich and common 
ground	in	history	of	contemporary	thought.	This	has	been	an	
enlightening	 aspect	 of	 the	 research.	 Especially	 relevant	 are	
Kant’s	 speculation	 about	 ‘noumena’	 and	 ‘phenomena’.	 He	
points out that ‘to think an object and to know an object are 
by	 no	means	 the	 same	 thing.’	 [Kant,	 1787/81,	 B146/A110	 /	
Weigelt,	 2007,	 p.	 142]	 This	 speaks	directly	 to	my	experience	
of	working	within	 an	 oral	 culture	where	 I	 commit	 objects	 to	
mind and establish relationships with them that are more 































However,	 they	 are	 understood	 as	 signposts	 for	 practice;	 we	
learn	 from	them,	gain	general	 insight	 rather	 than	 follow	their	
specific	practice	tendencies.	With	this	understanding	I	can	de-
velop	 the	differences	 in	my	creative	practice	 so	 that	we	can	
continue	to	make	new	work.	I	can	understand	more	clearly	the	






make distinctive work captured in the character of their ob-
jects.	Observations,	brought	about	by	the	research,	are	made	
Chapter	 4.47 This was apparent in music where so much of 
the creative practice is based on instinct at a subconscious 
level.	 But	 it	 had	 remained	a	difficult	 question	 in	 architecture,	
one	posed	by	 those	early	 ‘challengers.’	How	do	 I	accept	and	
accommodate	 intuition	 in	 the	design	process?	How	do	 I	use	








One	 of	 the	 significant	 developments	 in	 my	 communities	 of	
practice	was	brought	about	by	the	Ph.D	research	community.	
A	number	of	practices	from	my	peer	group	in	Dublin,	namely	
Taka	 and	 Clancy	 Moore	 Architects,	 are	 participating	 in	 the	
research.	Although	we	are	friends	from	university,	participation	
in	 the	 research	 community	 gave	 us	 a	 open	 and	 generous	
forum to discuss our individual practices on a deeper, more 
involved	level.	We	also	visited	each	others	work	on	a	field	trip	







“As part of the London Festival of Architecture 2015 Ireland 
has been selected as the international country of focus. This 
honour coincided with the Irish Year of Design 2015 and so 
under the title of New Horizon curators Ray Ryan and Nathalie 
Weadick asked a number of Irish architects to make a series of 
exhibitions in London. This document describes one of these 
- a pavilion sited at the north end of Cubitt Square in King’s 
Cross, and designed by Clancy Moore Architects, Steve Larkin 







Moore Architects, Taka, Steve 










The making of a temporary pavilion should be an opportunity 
to test new ground. When we were individually invited to 
participate our first instinct was to pool our resources. Although 
our practices have an engaged conversation on many levels 
this collaborative working is new to us, but is suited the site 
and the brief. As the city is a collective work, so might be our 
pavilion. 
As young practices this is by far the most explicitly public 
commission any of us have had to date, and so we were testing 
this new way of working on work of a type that was also new 
ground. Very early on we agreed that we would build our design 
conversation around the ideas of incidental public space, that 
our structure would seek to be a background to the life that 
surrounds it and fills it.
A work process developed which sought at all times to engage 
opportunistically with the constraints proposed by the project. 
Using a shared territory of reference and pragmatic engagement 
we built the design through a 3 month long conversation about 
the city between our practices.”
The	 decision,	 by	 Taka,	 Clancy	 Moore	 Architects	 and	 Steve	
Larkin	Architects,	to	collaborate	on	a	single	pavilion	project	was	
facilitated	 by	 the	 conversations	 that	 were	 evolving	 from	 the	







The project is described as follows:
“We started by thinking about the facade as a public space. 
The facade is the place where the relationship between the 
individual and the collective is made most explicit. It is not 
thin, but a thick space with implications for the city and the 
inhabitant. Windows to private quarters make the walls to 
public rooms.We wondered at what point a deep facade 
became a thin building. We thought of the facade as a theatrical 
backdrop to Cubit Square, with props to the north to hold it 
up.We elaborated these props to make a room, sheltered under 
a roof. This made us think of market halls and public rooms 
and we thickened the rhythm of the facade, drew it back to 
give order to this space. In the space between the hall and the 
facade there was room to make a gallery that overlooked the 
square.We lined it with park-benches and a deep cill.We liked 
the way this might be a place to hide away while at the same 
time could allow people gather in small groups. It makes a soffit 
to the public hall. Our engineers told us that our building might 
blow away and we wondered how to hold it down. We thought 





all and decided to use heavy concrete sewer pipes to make a 
low verandah to the north. We liked the way these fat columns 
make a more domestic face to the green space beyond. We 
thought of how doorways, niches and thresholds of buildings 
are good places to linger in and made a deep arcade between 
our hall and the square. We painted it red as like the phone 
box it is a public room in the city. Caught somewhere between 
furniture and infrastructure. We offer it to the people of London 
to make of it what they will. We hope that its temporary life 
might produce some lasting memories in these new spaces of 
King’s Cross.”50






the framework of the pavilion is established each practitioner 
designs	different	aspects	of	the	pavilion,	returning	to	the	central	
conversation with the development of individual objects in the 
overall	design.	This	 is	significant	 for	my	practice	as	 it	points	
to development of process that I observe later in the research 
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ing	 cultural	 meanings	 and	 insight.	 As	 part	 of	 my	 repertoire	










the	 development	 of	 research	 methodology	 based	 on	 RMIT	
strategy,	 but	 adapted	 to	 suit	 the	 requirements	 of	 the	 study.	
A full review of these case studies necessitated a number of 
slices	 through	 the	studies.	The	first	 analysis	method	was	 to	
review	a	number	of	specific	tunes	and	performances	that	were	
important	to	this	practice.	These	were	analysed	orally	and	vi-
sually,	 in	 a	 drawing	 technique	 developed	 specifically	 for	 the	
research.	 This	 drawing	method	was	 developed	 to	 provide	 a	
new perspective on these pieces and served to underline ob-










model	 as	 trying	 to	 understand	 the	 communities	 of	 practice	



















Irish	music	 and	 seeing	 associations	 and	 contexts	 evolve	
across	the	whole	cultural	landscape.
These	 elements	 of	 oral	 cultural	 practice	 have	 affected	 my	









Observations	 in	music	 practice,	 identified	 at	 the	 start	 of	 the	




Traditional	 Irish	music	 is	 predominantly	 an	 oral	 culture.	 It	 is	
learned	 ‘by	ear’,	or	 typically	 transmitted	 from	one	generation	
to	the	next	by	playing	music	together.	Very	little	of	its	character	
is	 written	 down	 or	 represented	 in	 musical	 notation.	 These	
tunes	or	objects	are	the	basis	of	the	oral	culture	and	carry	its	
substantial	cultural	and	artistic	history.	As	a	musician	 I	have	
a direct relationship with these objects in this oral musical 
culture.
Oral	 culture	 therefore	 exists	 through	 these	memory	 objects.	
Tunes are short form pieces, like poems, that can be memorised 
and	shared	between	musicians.	Each	have	their	own	character	
which allows it to be learned, recalled, conceptualised and 
projected	 amongst	 hundreds	of	 tunes	at	 the	disposal	 of	 the	
musician.	 Over	 time	 this	 character	 is	 nuanced	 or	 developed	
by	 the	 style	 of	 the	 musician.	 This	 character	 engages	 the	
imagination	 of	 the	 musician	 and	 the	 listener.	 It	 is	 vital	 for	
the	music	 to	 be	 a	 living	 developing	 art	 form	 rather	 than	 dry	
historical	study.
Character	 is	 a	 subjective	 and	difficult	 question	 and	one	 that	
I	 will	 explore	 in	 this	 research.	 It	 is	 intuitive	 and	 difficult	 to	
conceptually	pinpoint	as	it	is	often	outside	conscious	or	logical	
conceptual	 reasoning.	 Compositional	 and	 melodic	 form	 are	
important	aspects	but	it	goes	beyond	these.	It	is	most	evident	
in the object or artefact itself, rather than in representations, as 
nothing	is	lost	in	translation.	








The processes we use to learn and understand these objects 
are	 developed	 through	 years	 of	 oral	 music	 practice.	 The	
research	will	look	at	these	in	detail	as	they	show	us	much	about	
the	nature	of	objects,	how	they	influence	our	understanding	of	
composition and our creative practice processes in music and 
architecture.	 I	will	 look	at	five	musical	excerpts	and	examine	
their	 range	of	cultural	and	compositional	meanings.	This	will	





be	separated	 into	 three	categories,	 the	physical,	 the	 regional	
and	 the	metaphysical	 as	 I	 outlined.3	 The	 physical	 space	 are	
inhabited social spaces in landscape described as kitchens 
and	small	rooms	in	chapter	1.	They	are	also	closely	linked	to	
landscape	 as	 I	 have	 already	 outlined.	 The	 physical	 space	 of	
Irish	traditional	music	extends	into	landscape	in	layers	of	aural,	
social,	 cultural,	 historical	 and	 geographical	 characteristics.	 A	
significant	example	can	be	found	in	the	regional	characteristics	
of	traditional	Irish	music	already	seen	in	the	examples	in	chapter	
1.	These	will	be	explored	 later	 in	 this	chapter.	These	regional	
spaces	 in	 Irish	 traditional	 music	 add	 to	 the	 rich	 complex	
tapestry	 of	 social	 and	 cultural	 landscapes.	 They	 evidence	





This	 oral	 culture	 is	 an	 overlay	 on	 landscape.	 Our	 perception	
of	 music	 and	 landscape	 is	 coloured	 by	 each	 of	 them	 in	
turn.	 Associations	 to	 folklore,	music	 and	 place	 exist	 side	 by	
side	 in	 the	physical	 landscape.	This	 leads	 to	 landscape	with	
multiple	 dimensions	 of	 nature,	 history,	 folklore,	 myth	 and	
imagination.	The	oral	and	physical	landscape	of	Ireland	builds	
a	part	physical	-	part	meta-physical	landscape.	A	strong	pre-
christian relationship to landscape remains in the artefacts of 





For	 a	 practicing	musician,	 as	 hundreds	of	 tunes	 are	 learned	
over	time,	a	picture	of	a	culture	emerges.	A	culture	with	all	of	
the	 fantasy	 and	 imagination	 given	 by	 music	 beyond	 logical	
or	 conscious	 discourse;	 a	 real,	 mythical	 and	 emotional	
understanding	of	history,	culture	and	landscape.	Understanding	








I	 will	 look	 at	 five	 musical	 excerpts	 that	 represent	 different	
characteristics	of	how	we	think	 through	objects	or	artefacts.	
Observations	 associated	 with	 these	 musical	 examples	 are	





harmony	or	cadence.	 In	oral	music	we	naturally	 look	 for	 the	
patterns	 of	meaning	 in	 these	 objects.	 This	 is	 very	 similar	 to	
the	anthropological	processes	outlined	by	Henry	Glassie;	“We	
seek	pattern.	Patterns	 imply	 intentions	and	carry	us	 towards	
meaning…	Things	and	words	are	empty	in	isolation,	arbitrary.	













chord	 to	 elaborate	 on	 this	 as	 Langer	 does;	 “For	 instance,	 a	
musical	chord	may	be	treated	as	a	function	of	one	note,	known	
as	the	‘written	base,’	by	writing	this	one	note	and	indicating	its	
A	 relationship	 with	 objects	 is	 at	 the	 centre	 of	 my	 creative	
practice.	 Processes	 have	 developed	 that	 support	 creative	
practice	 from	 cultural	 and	 compositional	 objects,	 building	
on	 and	developing	 their	 complex	 sets	 of	 information.	 I	work	




through	 its	 objects	 and	 in	 turn	making	 new	 contributions	 to	
our	 oral	 and	 material	 landscapes.	 It	 is	 a	 conversation	 with	
tradition.4 








Most	meaning	eludes	 the	 literate	mind,	picked	up	by	 instinct	




4 A	 conversation	 with	 tradition	 is	 not	 a	 ‘traditional	 approach,’	 or	
conservative	 outlook.	 It	 is	 an	 enquiry	 into	 the	 deeper	 meanings	







connection.”[1961,	 p34]	 He	 then	 further	 explains	 that	 “Meaning	 is	
thus	not	a	property	of	 things.	 It	cannot	be	 located	 in	 the	stimulus	
alone…	 The	 same	 stimulus	may	 have	many	 different	 meanings…	
Nor	 can	meaning	 be	 located	 exclusively	 in	 the	 objects,	 events,	 or	











playing	of	O’Rahilly’s	Grave7 we can point out the patterns of 
relation	 to	all	other	notes	 that	are	 to	go	above	 it…	The	chord	
is	treated	as	a	pattern	surrounding	and	 including	 [the	written	
base].	It	is	expressed	as	a	function	of	[the	written	base].”[Langer,	
1957,	 p.	 55]	 If	we	 change	 context,	 term	or	 pattern	 around	 a	







is	 important.	 Musical	 practice	 evolves	 in	 the	 complexity	 of	
these	relationships.	It	is	necessary	to	balance	and	understand	
the	various	associated	meanings.	We	will	explore	this	process	
in	 ‘Collecting	 and	 Assembling	 Objects’6	 where	 functionally	




Album Cover ‘The Star of Mun-







8 Graham	 Harmen	 in	 ‘The	 Quadruple	 Object,’	 2011,	 p24.	 refers	
to	 what	 Husserl	 calls	 Abschattung	 or	 Adumbration.	 “The	 tower	
[object]	 is	 always	 encountered	 through	 a	 specific	 profile…	 these	
adumbrations	are	not	the	same	thing	as	the	intentional	objects	they	
meaning	associated	with	origin,	 folklore,	 compositional	 form	
and	 improvisations.	 	 We	 understand	 the	 connotations	 with	
history,	 for	 example	 the	 death	 of	 Aogán	Ó	Rathaille	 (c1670-
1726),	 the	 Irish	 language	 poet	 from	 Gneeveguille,	 Sliabh	
Luachra,	and	the	associated	changes	in	culture	and	society	at	
that	time.	Compositional	meaning	is	found	in	multiple	complex	
intra-musical	 relationships;	 differences	 and	 similarities	 to	
other	types	of	tunes	within	the	tradition;	to	our	understanding	
of	melodic	structure	based	on	scale,	mode,	 timing,	phrasing,	
cadence	 etc.	 There	 are	 also	 the	 patterns	 of	 meaning	 in	
Clifford’s	performance.	We	can	hear	 a	 style	of	 fiddle	playing	
associated	 with	 Sliabh	 Luachra	 and	 can	 unravel	 meanings	
into	that	landscape	and	society.	We	can	hear	the	intra-musical	
meanings	 that	 that	 style	of	 fiddle	playing	emphasises	 in	 the	
tune.	This	 reflects	a	 regional	 conception	of	 the	composition,	
and	 potential	 improvisations,	 that	might	 be	 very	 different	 to	
other	regional	styles,	for	example	Donegal	or	East	Galway.	This	





with	multiple	 landscapes	 of	meaning.	 This	 provides	 a	 depth	





fashion	 than	necessary,	 frosted	over	with	 accidental	 features	 that	







have	 evolved	 in	 a	 society.	 These	 can	 be	 applied	 meanings	
from	 folklore	or	 intra-musical	meanings	born	of	 that	 society	
(like	regional	styles).	They	provide	a	rich	cultural	landscape	and	
tells	us	much	about	our	shared	humanity,	 in	place	and	 time.	
They	 are	 a	 fertile	 ground	 for	 exploration	 and	 through	 them,	
as	Glassie	has	outlined,	we	can	“understand	the	acts	that	left	
us	 the	artefact.“[Glassie,	1999,	p.	65]	Cultural	meaning	 is	 the	
basis	 for	 the	 anthropological	 processes	 in	my	 own	practice,	
collecting	 music	 and	 material	 artefacts	 and	 exploring	 them	
in	 creative	 practice.	 Compositional	 meaning	 relates	 to	 the	
compositional structures of the object, the intra-musical 
meanings	 seen	 above,	 the	 abstract	 arrangement	 of	 ideas,	
forms	and	principles.	Through	compositional	meaning	we	can	
adapt,	 highlight	 and	 establish	 new	 patterns	 of	meaning	 and	
new	aesthetic	experiences	in	old	cultures.	There	is	significant	
overlap	between	 these	 two	categories	but	 the	designation	 is	
helpful	in	terms	of	my	research.







Meaning’	 [Meyer,	 1961,	 p35]	 in	 musical	 practice	 can	 be	 seen	
here.	 Embodied	 meaning	 is	 established	 by	 intra-compositional	
meaning	 while	 designative	 meaning	 points	 outwards	 to	 beliefs	
and	 associations	 outside	 the	 composition	 itself	 in	 culture.	 As	
outlined	 by	 Meyer;	 “[meanings	 that]	 musical	 stimulus	 …	 point	 to	










are	 not	 subjective.	 Thus	 the	 relationships	 existing	 between	




to	meanings	 that	exists	 in	culture.	Cultural	 shifts	and	strong	
subjective	visions	by	artists	and	musicians	push	the	edges	of	
cultural	meaning	slowly	over	time.
Cultural	 and	Compositional	meaning	are	 vital	 to	my	creative	
practice.	 They	 contextualise	 practice	 in	 culture	 and	 most	
importantly	 establish	 the	 compositional	 structures	 in	 the	
work.	These	fundamental	principles	which	will	be	explored	 in	
the musical case studies and in the creative practice research 
through	case	studies.
are	 about	 to	 happen.”[Meyer,	 1961,	 p35]	He	 continues;	 “Embodied	
musical	 meaning	 is…	 a	 product	 of	 expectation.	 If,	 on	 the	 basis	
of	 past	 experience,	 a	 present	 stimulus	 leads	us	 to	 expect	 a	more	
or	 less	 definite	 consequent	musical	 event,	 then	 that	 stimulus	 has	





Langer.	 [Langer,	 1957]	 She	 uses	 this	 term	 to	 define	 a	 type	













As	 she	 outlined	 “I	 do	 believe	 that	 in	 this	 physical,	 space-
time	world	 of	 our	 experience	 there	 are	 things	which	 do	 not	
fit	 the	 grammatical	 scheme	 of	 expression.	 But	 they	 are	 not	
necessarily	 blind,	 inconceivable,	 mystical	 affairs;	 they	 are	
simply	matters	which	 require	 to	be	conceived	 through	some	
symbolistic	schema	other	than	discursive	language.”	[Langer,	
1957,	p.	88]	Langer	understood	that	symbolic	expressiveness	
in	 art	 or	music	was	 equally	 complex,	 if	 not	more	 so,	 as	 the	
syntactical	 composition	 or	 grammar	of	 language.	Objects	 in	
10		A	position	held	by	many	logicians	at	the	time	of	writing,	according	
to	Langer,	is	that	“Nothing	that	is	not	“language”…	can	possess	the	
character	 of	 symbolic	 expressiveness.	 Consequently	 nothing	 that	
cannot	be	“projected”	in	discursive	form	is	accessible	to	the	human	
mind	at	all…	The	knowable	is	a	clearly	defined	field,	governed	by	the	
requirement	of	discursive	predictability.	Outside	 this	domain	 is	 the	
2.1		Oral	Culture	of	Traditional	Irish	Music
culture, music or art were often whole representations, non 
linear,	grasped	in	a	single	act	of	vision.	These	objects	can	be	
complex	 hierarchical	 symbolic	 structures	 of	 compositional	
meaning,	ordered	by	syntax	 like	 in	discursive	meaning.	They	
can	 also	 can	 be	 whole	 representations,	 like	 a	 painting	 with	
“presentational	symbolism.”	[Langer,	1957,	p.	97]
As	 she	 explains	 “consider	 the	 most	 familiar	 sort	 of	 non-
discursive	symbol,	a	picture.	Like	language	it	 is	composed	of	
elements	 that	 represent	 various	 constituents	 of	 the	 object;	
but	these	elements	are	not	units	with	independent	meanings.	
The	 areas	 of	 light	 and	 shade	 that	 constitute	 a	 portrait	 …
have	 no	 significance	 by	 themselves…	 They	 are	 a	 thousand	
times	more	 numerous.	 For	 this	 reason	 the	 correspondence	
between a word-picture and a visible object can never be as 
close	as	that	between	the	object	and	its	photograph.	Given	all	
at	 once	 to	 the	 intelligent	 eye,	 an	 incredible	wealth	and	detail	










immediate	 experience,	 forever	 incognito	 and	 incommunicado.”	
[Langer,	1957,	p.	86]
11	This	had	been	outlined	by	Bertrand	Russell	and	Rudolph	Carnap,	
in	 what	 Langer	 calls	 an	 admirable	 book,	 ‘The	 Logical	 Syntax	 of	
Language.’
67
We	 can	 identify	 two	 characteristics	 of	 objects	 here	 that	 are	
important.	The	painting	is	an	indivisible	thing	with	presentational	
symbolism.	 This	 emerges	 from	 the	 intra-compositional	
symbolic	structures	and	cultural	associations	in	the	subjective	
cultural	mind.	This	presentational	symbolism	has	a	character,	








Practice	 in	 an	 oral	 culture	 is	 a	 mixture	 of	 compositional,	
cultural	 and	 presentational	meaning.	 A	 tune	 is	 broken	 down	
and studied in terms of its compositional elements and 
associated	meanings	in	a	culture.	Each	object,	at	every	scale	
of object, is conceptualised as an object with presentational 
symbolism,	or	overall	character	and	expression.	This	character	
is	understood	 in	 the	context	of	general	cultural	associations.	
Therefore artefacts that are presented in oral musical culture 
are	complex	symbolistic	schema	with	 tendencies	 in	cultural,	
compositional	 and	 presentational	 symbolistic	 modes.	 The	
processes that we develop in our creative practice allow us to 










processes	 and	 study	 their	meanings,	 their	 characteristics	 at	
first	hand.	They	are	whole	objects	given	to	us	in	context,	with	
their	 rich	 layers	 of	 conscious	 and	 subconscious	 information	
formed	 by	 multiple	 hands	 in	 culture.	 This	 object,	 with	 its	
complex	 sets	 of	 information,	 brought	 alive	 in	 its	 cultural	
context,	is	immediately	present	and	available	to	our	sensibility.	
This is an important characteristic of oral culture and sets it 
apart	from	literate	traditions	where	objects	may	be	detached	




totality,	 in	 context,	 these	 objects	 are	 rich	with	 presentational	
symbolism	or	character.
It	 is	worth	outlining	briefly	some	 thoughts	on	 the	perception	




practice.	This	will	help	clarify	how	 I	believe	we	 think	 through	
objects	in	an	oral	culture,	especially	relevant	to	my	practice	and	
this	 research.	Also	 this	 is	an	area	 that	can	 form	the	basis	of	





Langer	 outlined	 that	 we	 hypostatise	 objects	 from	 a	 “world	
of	 pure	 sensation,	 so	 complex,	 so	 fluid	 and	 full,	 that	 sheer	
sensitivity	to	stimuli	would	only	encounter	what	William	James	
has	called	“a	blooming,	buzzing	confusion.”	Out	of	this	bedlam	





90]	A.	N.	Whitehead	 similarly	 believes,	 as	outlined	by	Steven	
Shaviro,	 “there	 is	no	ontological	difference	between	what	we	
generally	 call	 physical	 objects,	 and	 what	 we	 generally	 call	
mental	or	subjective	acts.	Whitehead	is	in	accord	with	William	
James…	in	rejecting	“the	radical	dualism	of	thought	and	thing.””	
[Shaviro,	 1993,	 p.	 4]	 Objects	 can	 be	 physical,	 psychological	
and	meta-physical	entities.	Whitehead	points	out	that	“‘Actual	
entities’	 are	 the	 final	 real	 things	 of	which	 the	world	 is	made	
up…	God	 is	an	actual	entity,	and	so	 is	 the	most	trivial	puff	of	
existence	in	far-off	empty	space.”	[Whitehead,	1978,	p.	18]
For	 Kant	 all	 knowledge	 is	 given	 to	 us	 through	 objects.	 “Our	
knowledge	springs	from	two	fundamental	sources	of	our	mind;	




Intuition and concepts constitute, therefore, the elements of 
all	 our	 knowledge.”	 [Kant,	 1787/81,	B75/A51	 /	Weigelt,	 2007,	
p.	 85]	 Intuitions	 are	 very	 relevant.	 For	 Kant,	 intuitions	 are	
representations,	 given	 in	 sensation,	 that	provide	 the	material	




sensibility	 and	 understanding	 as	 follows;	 “We	 call	 sensibility	
the	 receptivity	of	our	mind	 to	 receive	 representations	as	 it	 is	
in	some	wise	affected,	while	 the	understanding,	on	the	other	
hand	is	our	faculty	of	producing	representations	by	ourselves,	
or	 the	spontaneity	of	 knowledge.”	 [Kant,	1787/81,	B76/A52	 /	
Weigelt,	2007,	p.	86]





in	music	practice.	 It	 is	difficult	 to	fully	conceptualise,	or	 think	
objects	fully,	in	conscious	modes	of	thought,	such	as	in	a	score	




of	 objects.	We	must	 develop	 processes	 that	 allow	 for	 direct	
experience	 of	 whole	 representations	 of	 objects	 in	 creative	






process	 of	 collecting,	 memorising	 and	 examining	 object	 or	
artefacts	and	to	have	relationships	with	them	over	time.	Objects	
or artefacts are collected with a set of associations, cultural, 
personal	or	musical.	They	can	be	ordinary	associations	based	
on the place the tune is from, from whom it was learnt, the 
particular place and time, or even compositional associations 
based on the version of the tune, other tunes and particular 
performances	 etc.	 As	 we	 collect	 more	 and	 more	 objects	
into	 our	 anthropological	 field	 we	 begin	 to	 understand	 their	
characteristics	as	artefacts	more	 fully	by	 these	associations	
or	multiple	perspectives.	As	we	hear	them	again	and	again	in	




A	 tune,	 as	 its	 exists	 in	 oral	 culture,	 is	 the	 sum	 of	 every	
conceptualisation	of	that	tune	in	that	oral	culture.	When	we	learn	
a	 tune	we	develop	a	particular	conception	of	 the	 tune.	From	
this base we understand other representations of the same 
object	in	other	performances,	regional	styles	etc.	In	collecting	
objects	 we	 do	 not	 seek	 to	 overly	 conceptualise	 any	 single	
representation	and	discard	the	rest.	Instead	we	allow	them	to	
exist	loosely	in	our	imaginations	mindful	of	all	representations	







is	 limited	 as	 they	 must	 exist	 as	 objects	 capable	 of	 being	











artefacts	we	 see	 patterns	 of	meanings	 that	 stretch	 through	
place,	people	and	history.
Key	to	understanding	cultural	meaning	 in	artefacts	 is	 in	 their	
associations	 or	 relationships	 with	 context.	 Meaning	 in	 texts	
become	apparent	when	we	examine	them	in	rich	and	vibrant	
contextual	fields	that	are	packed	with	opportunities	for	these	
meanings	 to	 resonate.	 We	 must	 build	 contextual	 fields	 in	





















similar	 objects.	 Glassies	 outlines	 a	 similar	 anthropological	
method	of	‘text	and	context’	already	observed.	[Glassie,	1999,	
p.	61]




fiddle	 player.	 I	 have	 recorded	 the	 actual	 process	 so	 that	 the	
exact	nature	of	the	process	is	evident.	In	the	recording	you	will	
hear	me	playing	 along	with	Murphy	 developing	 and	 learning	
the	phrases	as	I	listen	to	him	play.
The reader (and listener) should be able to hear an emphasis 
on	the	exploration	of	the	character	of	the	phrases	rather	than	a	
more	performative	projection	of	the	melody.	As	a	consequence	











Cover ‘Music from Sliabh 
Luachra,’	RTÉ	183	CD	-	1995.









The	 structure	 of	 the	 melody	 is	 loosely	 as	 follows.	 The	 first	
phrase	 establishes	 the	 initial	 motif	 with	 a	 modal	 ambiguity	
on	 the	3rd.	The	 second	phrase	 repeats	 the	beginning	of	 the	
motif	but	establishes	a	development	emphasised	initially	by	a	
move	to	 the	7th	at	 the	end	of	 the	motif	and	then	developing	
a	new	section	that	steps	 in	and	out	of	mixolydian	and	major	




















builds	 an	 oral	 understanding	 of	 the	 compositional	 structure,	
the	grammar	or	order	of	the	tune.
There	 is	also	another	process	of	 learning	at	play.	Developing	
an	 understanding	 of	 the	 ‘feel’	 of	 the	 tune,	 i.e.	 the	 emphasis	
and	 nuance	 brought	 about	 by	 Murphy’s	 playing.	 These	 are	
not present in the compositional structures of the tune but are 
painted	by	minor	 inflections	 in	 intonation	and	timbre,	bowing	
patterns and ornamentation that produce multiple shades of 
‘plaintive’	 character.	 	 Pauses	 and	 intonation	 shifts,	 coupled	
with	simple	bow	strokes,	emphasise	a	‘swing’	in	almost	every	
phrase	 of	Murphy’s	 playing	 that	 is	 balanced	with	 a	 restraint	
and	 melancholy	 that	 tempers	 over-emphasis	 on	 any	 single	
characteristic	of	the	tune.	This	is	a	master	who	has	learnt	from,	






The overall tune is reconstructed from the compositional form 
and	 the	 nuance	 in	 the	 performance.	 Particular	 attention	 is	
given	to	the	synthesis	of	the	overall	piece.	The	tune	must	be	
conceived	as	a	whole	and	considerable	artistry	 is	required	to	














As	 evident	 from	 the	 case	 study,	 my	 process	 breaks	 down	
the	overall	tune	into	smaller	objects	or,	to	use	Langer’s	term,	
I	hypostatise	smaller	objects.	These	occur	at	 	various	scales	
from	 phrases,	 to	minor	 and	major	 sequences,	 to	 cadences,	
etc.,	all	in	accordance	with	my	sensibility	or	understanding.	As	
I	 reconstruct	 the	 tune,	 the	 compositional	meanings	 or	 logic,	
associated with these intra-musical relationship becomes 






the	 tradition.	We	 can	 also	 see	 the	 grain,	 colour	 or	 character	
of	 individual	 objects,	 their	 presentational	meaning	within	 the	
broader	 cultural	 landscape.	 From	 this	 ‘collecting’	 process	
one	representation	emerges.	As	we	return	to	the	tune,	 in	this	
recording	 and	 in	 other	 performances	 we	 see	 new	 versions	
of	 the	same	tune.	We	build	our	understanding	of	 the	 tune	 in	
culture	based	on	the	multiple	ways	in	which	it	is	represented.
The	learning	process	is	a	type	of	anthropological	process	that	
evolves	 based	 on	 cultural	 associations.	 We	 can	 easily	 see	
the	role	of	the	perception	of	objects,	based	on	sensibility	and	
understanding	 of	 the	 musician.	 Compositional,	 cultural	 and	
presentational	symbolism	all	play	their	role	in	the	development	










of	 the	 tune,	 the	 abstract	 arrangement	 of	 ideas,	 forms	 and	
principles.	 Meyer	 categorises	 this	 as	 embodied	 meaning.	





beautifully	 elegant,	 phrases.	 As	 a	 result	 they	 are	 democratic	









that	 allows	 it	 to	 be	 recognised,	 remembered	 and	 projected	
again	 and	 again	 by	 practicing	 musicians.	 The	 second	 are	
the performances associated with the compositional form 
(past	 and	 present).	 This	 becomes	 a	 record	 of	 permanently	









motifs	 are	 established,	 inhibited	 and	 resolved	 in	meaningful	








situation…	Second,	 in	everyday	experience	 the	 tensions	created	by	
the	 inhibition	 of	 tendencies	 often	 go	 unresolved.	 They	 are	merely	
dissipated	 in	 the	 the	press	of	 irrelevant	 events.	 In	 this	 sense	daily	
experience	 is	 meaningless	 and	 accidental.	 In	 art,	 inhibition	 of	
tendency	 becomes	meaningful	 because	 the	 relationship	 between	
the	 tendency	 and	 its	 necessary	 resolution	 is	 made	 explicit	 and	
2.4
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apparent…	 Third,	 in	 life	 the	 factors	 which	 keep	 a	 tendency	 from	
reaching	 completion	 may	 be	 different	 in	 kind	 from	 those	 which	





may	 be	 inhibited	 by	 the	 psychic	 processes	 of	 the	 organism…	 In	





To	 begin	 with	 I	 will	 examine	 the	 standard	 compositional	
structure	 of	 a	 tune,	 ‘My	 Love	 is	 in	 America’.	 The	 tune	 is	 a	
hornpipe18	in	Richard	Michael	Levey’s	Dance	Music	of	Ireland,	
2nd	Collection	(1873)	and	is	also	in	the	Dance	Music	of	Ireland	
collected	 by	 Capt.	 Francis	 O’Neill	 (1907).	 It	 has	 a	 simple	
enough	form	but	a	colourful	character	 that	makes	 it	popular	
across	the	cultural	 tradition.	 I	will	present	the	tune	visually	 in	
an	unorthodox	method	of	 drawing.	 The	 reason	 for	 this	 is	 to	
allow	 a	 visual	 reading	 of	 the	 compositional	 structure	 of	 the	
tune, the shape and structure of the individual phrases, to non-
musicians.	It	is	not	a	score.	I	will	also	present	audio	examples	
of	the	piece.
The	 drawing	 shows	 my	 interpretation	 of	 the	 general	 form	
of	 the	 melody	 “My	 Love	 Is	 In	 America”.	 The	 tune	 is	 in	 D	
Modal.	It	is	helpful	to	note	that	Irish	traditional	music	is	not	a	
vertically	structured	harmonic	music	in	the	western	‘classical’	
music	sense.	 It	 is	a	melodic	 form,	with	an	 implied	harmonic	






We	 can	 see	 from	 the	 diagram	 how	 the	 tune	 is	 constructed	
from	a	number	of	motifs.	The	shapes	of	the	phrases	are	clear,	
elegant	 and	defined.	They	are	musical	 stimuli	 that	 establish,	











In	Part	A	 there	 are	 2	 subsequent	musical	 stimuli,	 phrase	1b	
and	 phrase	 1c,	 that	 operate	within	 the	 patterns	 of	 tendency	
understood	 from	perspective	of	 the	cultural	 tradition.	Phrase	
1b	restates	the	beginning	of	the	phrase	but	develops	to	make	
an	ending	cadence	thereby	resolving	the	end	cadence	of	 the	




























the	 tune	 and	 the	 expectations	 established.	 Phrase	 1a	 starts	
with an emphasis on the major third (red) and ends with 
an	 emphasis	 on	 the	 minor	 seventh	 (blue).	 This	 creates	 the	
modal	tension	of	the	tune	-	major	third	contrasting	with	minor	




never	 fully	 resolve	 again	maintaining	 distinctive	 ambiguity	 in	




Any	 ambiguity	 or	 uncertainty	 is	 balanced	 between	 the	 two	
parts	and	a	flat	suspense	evolves	over	the	course	of	the	tune.	




but	 establishes	complex	 tendencies,	 ambiguities,	 resolutions	
and	 balance	 within	 it.	 The	 melodic	 character	 and	 modal	
relationships	 establish	 a	 particular	 set	 of	 expectations	 that	
are	resolved	in	different	ways	by	the	compositional	form.	The	
initial	musical	stimuli	in	both	parts	are	never	fully	resolved	due	
to	 the	 character	 of	 the	 sub	 phrases.	 The	 tune	 forms	 a	 type	
of	equilibrium	over	time	by	oscillating	between	part	A	and	its	
symmetrical	brother,	part	B,	ending	on	a	form	of	balance	rather	
than	 resolution.	 It	 is	 therefore	 the	 balance	 between	 full	 and	
inhibited	resolution,	especially	in	the	implied	harmonic	structure	
and	modal	relationships,	that	gives	it	its	distinct	character.	This	





and	outcome	of	 the	passage	will	 result.”	 [Meyer,	1961,	p.	28]	
The	ambiguous	characteristics	here	maintain	an	uncertainty	
balanced	across	the	overall	form	of	the	tune	leaving	a	type	of	
resolved	 cyclical	 ambiguity.	 These	 “ambiguous	 resolutions”	
develop	a	significance	or	meaning	within	the	tradition	and	build	
much	of	the	character	of	the	tune	in	the	context	of	the	tradition.
These characteristics establish the character of the 
compositional	 form	 in	 culture.	 In	 an	 oral	 tradition	 tunes	
cannot	 be	 characterless	 and	 diffuse.	 Every	 musical	 object	
must	 have	 a	 distinct	 character	 so	 that	 they	 continue	 to	 be	
learned,	remembered	and	projected	in	the	oral	tradition.	Wide	
soundscapes can be built from improvisations on the object but 
one	must	start	with	the	object.	This	is	in	comparison	to	scored	
western classical music where landscapes can be conjured 
in	 orchestral	 works	 even	 before	 the	 melody	 is	 introduced.	

























































SIGNIFICANT FOURTH IN MELODY
MY LOVE IS IN AMERICA - D MODAL
PHRASE 1a PHRASE 2a
PHRASE 3a
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As	 illustrated	 the	 compositional	 structure	 of	 ‘My	 Love	 is	 in	











While	 there	 is	much	creative	scope	to	develop	 the	objects	 in	




of	 syntax	can	allow	us	 to	 see	old	objects	 in	new	ways;	 they	
can	 allow	 new	 characteristics	 to	 appear.	We	 learn	much	 by	
exploring	the	traditions	of	objects	and	syntax	through	creative	
practice.
It	 is	 in	 syntax	 that	 we	 see	 the	 migration	 of	 meaning	 or	
conceptual	thought	from	one	art	form	to	another.	The	rule	of	




of	 [irish	 traditional]	music	and	 those	of	 the	poetry,”	 [Brandes,	
1990,	 p.	 82	 quoted	 in	 Crosson,	 2008,	 p.	 243]	 and	 in	 the	
following	 remarks,	 the	 poet	 indicates	 the	 alleged	 source	 of	




form	which	 is	very	fixed	and	 traditional.	So	 in	 the	poetry,	 the	
line	 breaks	 are	 important;	 they’re	meant	 to	 draw	 the	 reader	







have	 any	 virtue,	 I	 hope	 it’s	 that	 kind	 of	 humour.”	 [Brandes,	
1990,	p.	82	quoted	in	Crosson,	2008,	p.	243]	Not	only	does	this	
give	us	an	understanding	of	 the	potential	 of	 syntax	 to	cross	
disciplinary	boundaries	but	 it	also	 illustrates	the	way	that	we	




It	 is	 the	process	of	ordering	 terms	 in	hierarchical	 structures.	
The	Carson	example	shows	that	syntax,	or	this	ordering	have	
similarities	across	art	forms.	They	themselves	are	established	






Courageous,	 avant-garde	 practice	 in	 Irish	 traditional	 music	
often	 occurs	 in	 the	 syntax	 or	 the	 intra-musical	 structures	
rather	than	the	motifs	or	objects	of	the	dominant	scale.	This	is	
often hard to perceive as the motifs or objects of compositional 
meaning	 sound	 like	 the	 usual	 objects	 of	 the	 culture:	 they	
sound	traditional.	Contemporary	practice,	that	describes	itself	
as	pushing	the	boundaries	of	traditional	music,	often	misses	
















a	 theoretical	 model,	 that	 could	 partly	 show	 how	 patterns	
of	 compositional	 meaning	 are	 established	 in	 a	 tune,	 based	




Meyer	 introduces	 the	 complexity	 of	 compositional	 meaning	
as	 follows;	 “The	 words	 “consequent	 musical	 event”	 must	




connected,	 are	 considered	 as	 being	 the	 later	 consequences	
of	the	stimulus	in	question.	Seen	in	this	light,	the	meaning	of	
the	stimulus	 is	not	confined	 to	or	 limited	by	 the	 initial	 triadic	
relationship	out	of	which	 it	 arises.	As	 the	 later	 stages	of	 the	








always	 involve	 the	 possibility	 of	 alternative	 consequences,	
2.3		Oral	Culture	of	Traditional	Irish	Music
81
a	 given	 stimulus	 invariable	 gives	 rise	 to	 several	 alternative	
hypothetical	meanings…	 “Evident	Meanings”	are	 those	which	
are	attributed	to	the	antecedent	gesture	when	the	consequent	
becomes	 a	 physico-psychic	 fact	 and	 when	 the	 relationship	
between	 the	 antecedent	 and	 consequent	 is	 perceived…	
“Determinate	Meanings”	are	meanings	which	arise	out	of	the	
relationships	existing	between	hypothetical	meanings,	evident	
meanings	 and	 the	 later	 stages	 of	 the	musical	 development.	
In	 other	 words,	 determinate	 meaning	 arises	 only	 after	 the	
experience	of	 the	work	 is	 timeless	 in	memory,	only	when	all	





we	can	begin	 to	see	how	 ‘evident’	&	 ‘hypothetical’	meanings	
exist	 on	 “several	 architectonic	 layers.”	 [Meyer,	 1961,	 p.	 38]	 A	
stimulus	(S)	leads	to	a	consequent	(C),	which	is	also	a	stimulus	
that	 indicates	 and	 is	 actualised	 in	 further	 consequents,	 S1…
C1S2….C2S3	etc.	Evident	meaning	arises	not	only	out	of	 the	
relationships between S1 and C1 but also out of the relationships 
between	S1	and	all	subsequent	consequences.	This	diagram	






to	 our	 tendency	 to	 abstract	 evident	 meaning,	 to	 symbolise,	
to	 idealise,	 to	 contextualise	 and	 to	 explore	 new	 possibilities	
or	 potentialities	 for	 that	 particular	 meaning.	 This	 allows	
the	 development	 of	 other	 articulations	 in	 improvisation.	
The	 determinate	 meaning	 of	 a	 performance	 is	 the	 overall	
presentational character formed out of the intra-musical 
compositional	meaning	of	that	tune	in	culture.
The	development	of	compositional	meaning	is	both	conscious	
and	 instinctive.	 In	music	 it	 is	a	conscious	matrix	of	symbolic	
construction,	where	one	musical	term	relates	to	another.	They	
then	 establish	 evident	 meanings	 and	 insinuate	 hypothetical	
ones.	All	 of	 this	 takes	place	 in	a	cyclical	 arrangement	of	 the	





but	more-so	 they	have	 intuited	characters.	This	 is	especially	

















articulations	 and	 deviations	 contribute	 significantly	 to	 the	
artistic	practice	and	I	would	say	are	the	most	significant	aspect	
of	 its	aesthetic.	 It	 is	 in	these	articulations	and	deviations	that	
meaning	 is	most	evident	and	can	be	developed	 further	 from	
intra-musical	perspectives.
Personal	Interpretations
I	 tend	 to	 call	 this	 improvisation	 in	 Irish	 traditional	 music.	 It	
can	often	have	an	extremely	broad	reach	on	a	simple	theme.	
It	 is	easily	 identifiable	 in	 the	music	of	Tommie	Potts	but	 it	 is	
also	present	 in	subtler	ways	 in	ornamentation	used	by	other	
musicians.	Used	well,	single	moments	of	ornamentation	can	
ripple	 through	 the	 fabric	 of	 the	 tune	 and	 change	 our	 overall	
understanding	of	 it.	 They	can	 reshape	all	 of	 the	objects	and	
relationships	 in	 the	 functionally	 interdependent	 patterns	 of	
the	composition.	Sometimes,	 the	style	of	playing	changes	to	
such	an	extent	that	new	ones	develop.20	Regional	styles	share	
ornamentation	 and	 improvisation	 in	 common	 amongst	 the	
musicians.	
In traditional music, as we have seen above, intra-musical 
meaning	 can	 be	 understood	 by	 looking	 at	 standard	 tunes	
in the repertoire and the normative patterns of the musical 
tradition.	 Stimuli	 evoke	 expectation	 and	 may	 then,	 through	
improvisation, be inhibited, developed or resolved to evoke 
meaning.	Improvisation	establishes	meaning	through	deviation	
from	the	expected	patterns	of	the	tune	or	the	tradition.	
These improvisations can develop concepts in the objects 
themselves	 or	 the	 patterns	 of	 syntactical	 relationships.	









the	 hypothetical	 shadows	 in	 performance.	 Mastery	 is	 often	
evident	when	alternate	hypothetical	meanings	are	developed	




build	 from	 the	 compositional	 and	 cultural	 meanings	 in	 the	
tune	 to	 remain	coherent.	They	can	 render	meanings	 intuited	
in	 the	 artefact	more	apparent,	 surface	 the	deeper	meanings	
in	 the	 patterns	 of	 tradition,	 highlight	 existing	meanings	with	
a	 renewed	sense.	They	can	be	weak,	or	 fake,	when	 they	are	
artificially	 imposed.	 Deviations	 that	 disrupt	 the	 patterns	 of	
the	tradition	for	the	sake	of	novelty	do	nothing	to	explore	the	
embedded	 meanings	 in	 the	 culture	 that	 might	 allow	 us	 to	
better	 understand	 either	 our	 culture	 itself	 or	 society.	 These	
improvisations	are	meaningless	outside	of	novelty	and	we	see	
this	frequently	in	music	and	architecture.
This interpretive improvisational process is perhaps the 
most	 important	 creative	 part	 of	 folk	 traditions.	 It	 creates	 a	
much	 broader	 landscape	 through	 multiple	 representations	
of	 its	 cultural	 objects.	 It	 allows	 the	 practitioner	 to	 balance	
creativity	 with	 anthropological	 exploration.	 To	 develop	 a	
creative	 anthropological	 practice	 that	 can	 subjectively	
explore	the	patterns	of	meaning	in	musical	culture;	a	creative	
archaeology	 that	 explores	 our	 deeper	 psychic	 structures	
through	 its	 artefacts.	 Such	 practice	 contributes	 back	 into	
the	 cultural	 landscape;	 this	 shared	 repository.	Our	 next	 case	
studies	examines	two	ways	that	improvisation	and	articulation	





part.	 The	graph	 represents	 the	 standard	melody	 in	 blue	 and	
Potts’	actual	performance	in	red.	This	clearly	sets	up	tensions	




pattern	 in	the	melody	are	all	born	 in	Potts’	 improvisations	as	
can	 be	 seen	 in	 the	 diagram.	 Meanings	 are	 established	 not	
only	in	the	usual	relationship	on	the	harmonic	structure	of	the	
tune	but	also	 in	 the	 tensions	and	overlapping	caused	by	 the	





the	 first	 round	 of	 Potts	 playing	 the	 tune.	 We	 can	 see	 from	
the	 diagram	 that	 initially	 Potts’	 version	 is	 quite	 close	 to	 the	
original	with	some	minor	variations	that	mostly	have	to	do	with	
emphasis	and	ornamentation,	small	inflections	on	the	original	
melody	 and	 phrasing.	 In	 particular	 we	 can	 see	 a	 distinctive	







Case	Study	 -	My	Love	 is	 in	America	 by	Tommy	
Potts
The	 next	 drawing	 examines	 Tommie	 Potts’s	 performance	
of	 the	 standard	 “My	 Love	 is	 in	 America”21	 examined	 earlier	
in	 relation	 to	 compositional	 form.	 Tommie	 Potts	 (1912-
1988)	was	an	original	and	inventive	fiddle	player	from	a	well-
known	 musical	 family	 who	 were	 prominent	 in	 the	 practice	
of	traditional	Irish	music	for	over	a	century.	He	is	famous	for	
his	 development	 of	 elaborate	 and	 compositionally	 complex	
improvisations	 on	 standard	 tunes.	 He	 released	 a	 single	
celebrated	 commercial	 recording	 “The	Liffey	Banks”	 in	 1978	
although	other	non-commercial	recordings	have	been	made.	
Here	the	performance	is	examined	in	the	context	of	personal	
or	 individual	 improvisation	 (outside	 a	 regional	 style)	 on	 the	
standard	 tune	 or	 cultural	 object.	 It	 evidences	 the	 potential	
for new objects to be incorporated into the artefact within 
the	 compositional	 structures.	 It	 also	 shows	 improvisational	
development	of	the	object	and	the	relationships	within	the	tune.




The	 following	 diagram	 seeks	 to	 make	 explicit	 the	 range	 of	




















1996,	 p.	 194]	 Interestingly	 he	 identifies,	 in	 conversation	with	
Potts,	one	of	the	direct	borrowing	used	by	Potts,	a	pop	song,	
Mambo	Italiano	recorded	by	Rosemary	Clooney	in	1951,	which	
he	 incorporated	 outside	 the	 scope	 of	 my	 example.	 This	 is	
something	he	did	continually,	shaping	those	new	improvisations	
or	borrowings	 to	 the	syntax	or	order	of	 the	music	and	using	
them	to	introduce	or	highlight	particularities	of	the	tune	and	its	
meanings.
The	developments	and	 improvisations	 in	 this	case	study	are	
constructed	 on	 a	 thoroughly	 sophisticated	 understanding	
of	 the	 compositional	 meanings	 of	 the	 tune	 object.	 Even	 in	
the	 early	 part	 of	 his	 performance,	 when	 he	 is	 playing	 the	
tune	 relatively	 simply,	 we	 see	 Potts	 identifying	 the	 elements	
of	 meaning	 framed	 in	 his	 subtle	 concept	 of	 them.	 He	 is	
suggesting	 the	 ground	 on	which	 he	will	 start	 to	 develop	 his	





The	 new	 improvisations	 are	 folded	 expertly	 into	 the	 existing	
rules	 of	 syntax.	 These	 improvisations,	 although	 extensive	 in	
melodic	variation,	time	and	phrasing	are	integrated	flawlessly	











shape	 descents	 into	 a	 improvisatory	 melodic	 pattern	 that	
crosses both phrases and establishes a beautiful contrapuntal 
melody	 to	 the	original	melody,	only	 imagined	 in	 the	 listeners	
ears	but	evident	in	this	diagram.	It	is	a	beautifully	constructed	
improvisation	 on	 the	 original	 counterpointing	 both	 melodic	
shape,	pattern	and	phrases.	








then	finally	 and	elegantly	 resolves	 to	 the	original	 cadence	at	
the	 8th	 bar	 of	 this	 phrase.	 The	 centre	 of	 this	 improvisation	






























contribute	 to	 the	 contemporary	 cultural	 landscape	 through	
these	tunes	or	artefacts.
Different	perspectives	not	only	exist	in	individual	performance	
but	 also	 exist	 as	 regional	 styles	 in	 individual	 communities	
in	 varying	 geographical	 locations.	 Ways	 of	 playing	 the	






communities.	 They	 have	 characteristics	 shaped	 significantly	
by	their	rural	landscapes	and	society.	I	have	previously	referred	
to	 the	 very	 rich	 and	 distinctive	 Sliabh	 Luachra	 style,	 evident	







same	 tune,	 ’the	Morning	 Star.’	 It	 is	 worth	 noting	 that	many	
regional	 styles	 have	 a	 distinct	 repertoire	 based	 on	 cultural	
history	 or	 tendencies	 in	 repertoire.	 Individual	 regional	 styles	
also	 share	 many	 standards	 in	 common	 with	 other	 regional	
styles.	For	the	sake	of	comparison	I	have	chosen	a	standard	
tune	‘The	Morning	Star’	played	in	four	regional	styles.	It	is	also	
important	 to	 say	 that	 I	 have	 selected	 distinct	 voices	 within	






and	 regional	 variation	 in	 music.	 An	 audio	 example	 is	 also	
included.
The	first	version	is	played	by	Mary	Ellen	Curtin23 and illustrates 
the	 structure	 of	 the	 tune.	 It	 is	 followed	 by	 an	 illustration	
of	 performances	 by	 three	 fiddle	 players	 whose	 music	 is	
characterised	 by	 distinct	 regional	 styles;	Denis	Murphy	 from	
Sliabh	Luachra	in	Co.	Kerry,	transcribed	in	diagrammatic	form	
























melody	 and	 rhythm	 in	 a	 unique	 way	 that	 reveals	 profound	
characteristics	 in	 the	 tune.	 He	 uses	 unique	 ornamentation,	
playing	 methods	 and	 considerable	 skill	 to	 convey	 a	 highly	












These	 regional	 patterns	 of	 meaning	 exist	 along	 with	 each	
musicians’	 own	 accomplished	 musical	 personalities.	 The	
musician	works	in,	and	is	enriched	by,	their	context.	They	make	
significant	 discoveries	 about	 the	meanings	 in	music	 as	well	
as	 in	 our	 culture	 and	 society.	 Regional	 diversity	 adds	 to	 the	
cultural richness of the tradition and should be supported in 






“Martin	 Hayes”25	 and	 Tommy	 Peoples26	 from	 the	 Donegal	
fiddle	tradition	transcribed	from	the	recording	 ‘The	Iron	Man’	
with	Daithi	Sproule.27
In	 the	 version	 by	 Denis	Murphy	 an	 emphasis	 of	 a	 dynamic	
‘swinging’	 bowing	 pattern	 with	 slight	 melodic	 variation	 is	
evident.	This	 is	 typical	of	his	community	of	musicians	 in	his	
own	geographical	area.	This	recording	emphasises	the	swing	
or	lilt	in	the	tune,	a	good	humoured	character.	
In	 the	 version	 by	 Martin	 Hayes	 we	 can	 observe	 melodic	
simplification	to	highlight	the	cadence	structure	of	the	melody.	
This	 is	 further	 emphasised	 by	 the	 bowing	 pattern	 and	 by	
sliding	 the	 pitch	 of	 certain	 notes	 to	 accentuate	 the	 potential	
in	 the	 cadences	 or	 modulations	 in	 the	melody.	 This	 in	 turn	
showcases	the	beauty	of	the	contour	of	the	melody.	Mícheál	





(presumably	 the	 ‘nea’	 itself)	which	evokes	a	kind	of	yearning	
somewhat	akin	to	similar	glissandi	in	a	jazz	or	‘blues’	style.	But	
Hayes	is	content	to	lean	on	this	emotive	voice	already	present	











Improvisation	 can	 form	 thoroughly	 original	 artworks	 which	
deeply	explore	cultural	meaning	to	form	affecting	presences.	




method	 of	making	 contemporary	 work.	 It	 has	 a	 strong	 and	
legitimate	artistic	history	in	music	(traditional	Irish	music,	jazz,	
classical	 variations	 etc).	 The	 possibility	 of	 conversation	with	
cultural	 traditions	 and	 of	 exploring	 their	 meanings	 through	









Earlier	 in	 the	 chapter	 I	 introduced	 presentational	 symbolism	
[Langer,	1957,	p.	97]	associated	with	the	whole	representations	
of	objects	in	art	or	musical	practice.	Presentational	symbolism	
applies to all the scales of object in a composition, from objects 
in	the	molecular	structures	to	the	objects	of	a	landscape.	We	
can	 see	 this	 in	 our	 case	 studies.	 The	 overall	 tune	 and	 the	
various	phrases	 in	 the	composition	have	 their	 own	meaning	
or	 character,	 and	 it	 cannot	 be	 analysed	 by	 breaking	 down	
compositional	structures.
Meaning	 or	 character	 of	 whole	 representations	 in	 music	 or	
art	 is	particularly	apparent	 in	oral	 culture	where	we	 relate	 to	
objects	 themselves.	 It	 is	 also	 through	 practice	 that	 we	 can	
pinpoint,	or	best	describe,	specific	character	in	examples	and	
point	 to	 its	 relevance.	 It	 does	 suggest	 future	 research	 areas	
not	 possible	 to	 explore	 fully	 here.	 Possibly	 from	 the	point	 of	
view	of	 Langer’s	 description	 of	 presentational	 symbolism	or	
Whiteheads	construction	of	character.	
As	outlined	earlier	 Langer	 introduces	 the	difference	between	
relational	 meanings	 (logical	 discourse	 in	 her	 example)	 and	
single	 presentational	 meanings28	 through	 an	 example	 of	
a	 photograph.	 She	 suggests	 that	 these	 whole	 objects,	 like	
paintings	 or	 tunes,	 are	 expressive	 symbolic	 objects	 with	




conscious	 thought	 structures.	 Artefacts	 or	 objects	 can	 have	
personalities	that	we	intuit	in	our	oral	experience	of	objects.
As	 Mary	 J	 Reichling,	 writing	 on	 Langer,	 notes;	 “Music	 is	 a	
presentational	symbol	and	“articulates	forms	which	language	
cannot	 set	 forth.”[10]	 As	 an	 articulate	 but	 non-discursive	
symbolic	form,	music	has	import	(meaning	which	is	not	fixed)	
but	without	conventional	reference.	It,	therefore,	presents	itself	
not	 as	 a	 symbol	 in	 the	 ordinary	 sense,	 like	words	 that	 have	
a	 reference	 fixed	 by	 convention,	 but	 as	 a	 “significant	 form.”	





life.	 [20]…	 It	 presents	 the	 semblance	 of	 feeling	 directly	 and	
immediately.	[21]…	Form	with	respect	to	the	musical	symbol	is	a	
sonorous	appearance	of	feeling	in	an	imaginatively	perceptible	
symbolic	projection.	This	 form	 is	 in	a	sense	an	apparition	or	
illusion	 and	 is	 given	 to	 imaginative	 perception.”	 [Reichling,	







28 Langer	 outliness;	 “The	 meanings	 given	 through	 language	 are	
successively	understood,	and	gathered	into	a	whole	by	the	process	
called	discourse;	the	meanings	of	all	other	symbolic	elements	that	
compose	 a	 larger,	 articulate	 symbol	 are	 understood	 only	 through	
the	meaning	 of	 the	 whole,	 through	 their	 relations	 within	 the	 total	
structure.	 Their	 very	 functioning	 as	 symbols	 depends	 on	 the	 fact	
that	they	are	involved	in	a	simultaneous,	integral	presentation.	This	
















an	 art	 symbol,	with	 its	 expression	 and	presence	 is	 captured	
along	with	the	range	cultural	and	compositional	meanings	and	




objects.”	 These	 are	 “Pure	 Potentials”	 (22),	 or	 “potentials	 for	
the	process	of	 becoming”	 (29).	 If	 actual	 entities	are	 singular	
“occasions”	 of	 becoming,	 then	 eternal	 objects	 provide	 the	
‘qualities’	 and	 ‘relations’	 ”	 (191)	 that	 enter	 into,	 and	 help	 to	





and	 ideas	 (52;	 149)	 played	 in	 older	 metaphysical	 systems.”	
[Shaviro,	1993,	p.	18]
We	 can	 see	 the	 development	 of	 ‘feel’	 or	 ‘character’	 from	
Langer’s	presentational	symbolism.	This	is	relevant	throughout	
the	research.	We	will	explore	the	development	of	character	in	
musical	and	architectural	case	studies.	We	will	 return	 to	 this	





In	 this	 projection,	 from	 actual	 experience	 to	 a	 subjective	
consciousness,	 the	 presentational	 meaning	 and	 character	
is	 experienced.	 Most	 of	 this	 spectrum	 of	 understanding,	 or	
expressiveness,	 operates	 below	 conscious	 understanding	 at	
the	 forefront	 of	 our	minds.	We	must	 be	 responsive	 to	 their	
weak	meaning	and	find	ways	to	amplify	it.	
Presentational	 meaning	 and	 character	 can	 also	 build	 to	
form	structures.	 Individual	objects	each	presenting	their	own	
meanings	are	placed	side	by	side	to	build	a	character	shaped	
from	 the	 individual	 units.	 This	 is	 not	 relational	 but	 rather	





logical	 reference,	 and	 the	 ‘definiteness’	 of	 the	 actual	 object	
from	 the	 hypothetical	 ideal.	 The	 search	 for	 universals	 and	
the	 enjoyment	 and	 acceptance	 of	 the	 humanity	 of	 objects	
are born of the same impulse, the potential for the process of 
becoming.	Both	lead	us	towards	character.	In	practice	we	also	
look	sideways	in	our	cultural	context	at	the	range	of	characters.	
We	 recognise	 consistent	 failure	 to	 reach	 the	 transcendental	
and	 this	allows	us	 the	chance	 to	 share	 in	our	humanity.	We	
remain	 damned	 to	 the	 earthly	 realm	 of	 applied	 logic	 [Kant,	
1787/81,	B77/A53	/	Weigelt,	2007,	p.	87]	as	evident	in	Tommie	
Potts’	 lifelong	 search	 for	 the	 “unbroken	music	 of	 heaven”	 [Ó	
Súilleabháin,	1996,	p.	176]	as	he	put	it.




each	other	 forming	mythical	objects	 in	 the	 real	world.	These	
characters	become	shifting	personalities	 in	the	work.	We	will	
see	an	example	of	this	in	our	next	case	study	Port	na	bPúcaí.	






associated with it but it is also evident in its compositional 
patterns.	Through	 the	object	we	 intuit	 information	about	 the	
culture	and	place	that	is	not	always	possible	to	discover	through	
written	 history.	 This	 evolves	 as	we	 become	more	 intimately	
acquainted	with	the	object.	





on	 fiddle	 by	 Seán	 Cheaist	 Ó	 Catháin,	 on	 “Beauty	 an	 Oileáin:	
Music	and	Song	of	the	Blasket	Islands”.29	Ó	Catháin	was	born	















…	 the	sound	was	coming	nearer	all	 the	 time	until	at	 last	she	








and	 possibly	 relates	 to	 the	 story	 that	 it	 “was	 first	 heard	 by	




much about the character of the landscape in which it was 
composed.	 A	 natural	 enough	 phenomenon	 for	 a	 rural	 oral	
culture.	To	my	ear	this	character	is	clear	in	the	music.	
The	 analysis	 drawing	 is	 a	 transcription	 of	 a	 performance	
for	 a	 commercial	 recording	 by	 the	 Donegal	 Fiddler,	 Tommy	
Peoples.32	This	allows	us	to	clearly	see	the	relationships	within	
the	tune	structure.	Again	we	see	that	the	tune	is	constructed	





The blue points indicate the relationship between cadences 





















a	 cadence	 F#-G	 (3-4)	 in	 the	 centre	 of	 the	 phrase	 and	 then	
progressing	to	A-B-C-C	(5-6-7natural-7natural)	and	resolving	
to	 the	first	phrase	cadence	BAGBAA	 (654	655).	 It	 is	unusual	
tune	never	resolving	to	the	1	except	in	one	phrase.	It	establishes	
a	 serious	 of	 expectations	 that	 are	 never	 fully	 resolved	 with	













of	 the	 composition.	 This	 is	 emphasised	with	 the	 length	 and	
repeat	of	the	second	not	here.	It	then	resolves	to	the	cadence	
outlined.	 This	 is	 the	 only	minor	 seventh	 in	 the	 composition.	
In the second part the seventh is central to the composition 
establishing	the	important	cadence	at	the	end	of	the	cadence	
but	 always	 remains	 a	 major	 seventh.	 The	 establishment	 of	
the	minor	7th	 in	 the	first	part	 establishes	 the	blue	character	
throughout	 the	 composition	 adding	 significant	 influence	 to	
the	melody	with	 elegant	means.	The	 cadences	build	 on	 this	
character	throughout	the	remainder	of	the	piece.	
In	 the	 performance	 of	 the	 piece	 by	 Tommy	 Peoples	 we	
can	 begin	 to	 examine	 how	 this	 musician	 responds	 to	 the	
compositional	 character	 of	 the	 artefact.	 We	 can	 see	 little	
melodic	improvisation	outside	the	composition	itself.	However	
there	 is	 significant	 nuance	 at	 the	 molecular	 level	 of	 the	
performance	that	emphasis	character	and	implied	meanings	
in	 the	 tune.	 Cuts33	 (that	 suggest	 the	 sonic	 landscape),	 the	
quality	of	the	notes,	whether	vibrato	is	used	or	not,	the	slight	













The tune, as a whole representation, presents with an 
expressive	character	that	is	not	captured	in	the	compositional	
structures.	 It	 presents	 as	 an	 ‘art	 symbol’	 as	 discussed	 by	
Reichling	with	all	the	expressive	meaning	and	character.	It	has	
an	 overall	 meaning	 that	 captures	 its	 own	 expressive	 nature	
and	 the	 expressive	 nature	 of	 landscape.	 This	 is	 a	 character	












Donegal	 fiddle	 music	 as	 “wild	 and	 mountainy	 music.”35	 He	
describes	 how	he	was	drawn	 to	 the	music	 in	 his	 youth;	 “Its	




tune	would	come	back	to	you	like	that.”36 The sonic landscape 

















associated with the tune in folklore to our own subjective 
experience	of	the	tune	and	concepts	brought	about	by	personal	
intuition.	 This	 weak	 or	 indeterminate	 meaning	 is	 valuable	
in	 culture	 and	 for	 the	 creative	 practitioner.	 Weak	 meanings	
provide	space	 for	 fantasy,	 for	 imagination,	 that	would	not	be	
possible	if	meaning	was	always	carefully	or	precisely	defined.
We	 intuit	 weak	 meaning	 from	 the	 weaker	 parts	 of	 the	
representations	 of	 the	 artefacts.	 It	 is	 often	 invisible	 and	
















observe	 the	same	weak	meaning	 in	 the	multiple	perspective	
of	shared	music	making	and	we	grasp	that,	build	on	it,	 in	the	
making	 of	 music.	 Musicians	 can	 draw	 out	 weak	 meanings	
making	them	more	visible	to	an	audience	in	performance.
Weak	 meaning	 can	 become	 an	 important	 defining	 force	 in	
creative	 practice.	 Crosson	 points	 to	 this	 in	 literary	 theory	
where	the	“movement	from	text	to	reader	has	meant	that	text	
itself	has	come	to	reflect,	in	some	respects,	an	indeterminacy	
associated	 with	 music.”	 [Crosson,	 2008,	 p.	 40]	 He	 goes	 on	
to	 cite	 John	 Neubauer	 who	 notes	 that	 theories	 of	 literature	
have	found	the	“‘work	 in	 itself’	diffuse	rather	 than	organically	
coherent	 and	meaningful.	 Their	 sensitivity	 to	 the	 ‘fuzziness’	
of	 literary	texts	may	actually	move	 literature	closer	 to	music,	
for it attributes a kind of elusive semantic content to literature 
that	has	traditionally	been	considered	typical	of	music	[...]	That	
artworks	have	a	 ‘weak	 identity’	 is	 an	 idea	 that	 informs	such	
widely	 differing	 conceptions	 as	 Gadamer’s	 hermeneutics,	
Wolfgang	 Iser’s	 ‘Leerstellen,’	 Umberto	 Eco’s	 ‘open	 works	 of	
art,’	Roland	Barthe’s	‘scriptable	texts,’	and	various	formulations	
of	 ‘expression’	 including	 Nelson	 Goodman’s	 definition	 of	 it	
as	 ‘metaphoric	 exemplification.’	 All	 of	 these	 writers	 imply	
today’s	critical	commonplace	that	art	works	are	inexhaustibly	










of	 -	 paradoxically	 indeed	 -	 a	 weak	 construction	 of	 the	 true	
or	 the	 real,	 and	 thus	assume	a	privileged	position	within	 the	
system	of	references	and	values	of	contemporary	culture.”	[de	
Sola-Morales,	1997,	p.	57]
A	 good	 example	 of	 indeterminacy	 might	 be	 “An	 Damhsa”38 
by	 Gearóid	Mac	 Lochlainn	 [Mac	 Lochlainn,	 	 Vallely,	 2004,	 p.	
89]	also	used	by	Crosson	[Crosson,	2008,	p.	253]	to	evidence	
influence	of	musical	patterns	and	rhythms	in	the	poetry	of	Mac	
Lochlainn.	 As	 outlined	 by	 Crosson	 “Mac	 Lochlainn’s	 poetry	
also	occasionally	adopts	rhythms	he	attributes	to	the	influence	
of	traditional	music.	Mac	Lochlainn	says	“It	aims	to	juggle	with	
sound	and	sense	and	hopefully,	 in	places,	 to	 imitate	or	echo,	
reel,	 jig	 and	 other	 dance	 rhythm	 patterns”.	 [Mac	 Lochlainn,	
Vallely,	2004,	p.	89]	The	verse	 is	as	 follows;	 “with	heel	 to	 the	
toe	 and	 a	 berley	 ó	 /	 is	 rinneadh	 damsha	domhsa39 / And 3, 
6,	 9	 the	 goose	 drank	 wine	 /	 Is	 rinneadh	 damsha	 domhsa	





We	 will	 see	 in	 the	 research	 that	 weak	meaning	 is	 apparent	
in	 objects	 and	 in	 syntactical	 relationships.	 This	 is	 especially	
relevant	for	syntax	where	much	weak	meaning	can	be	intuited	
across	artistic	and	cultural	practices	as	we	have	seen	 in	 “An	




in	 compositional	 patterns	 or	 structure	 in	 anthropological	
methods.	An	anthropology	of	showing	rather	than	description.	
Like	the	anthropologist,	I	collect	objects	with	careful	diligence	















from various positions, to point from here and from there, to 
in	a	sense	map	out	in	a	three	dimensional	manner,	a	topology	







Balance of Scale of Object
Conceptualising,	 or	 hypostatising	 objects	 occurs	 at	 various	
scales	as	seen	in	the	case	studies.	Each	object,	regardless	of	
scale, presents with a character at that particular scale which 
packages	 complex	 sets	 of	 information.	 The	 objects	 can	 be	
shaped or manipulated on the basis of their own character, as 
a	whole	representations	at	that	scale.	We	can	also	break	down	
the	 object	 and	 study	 its	 constituent	 objects,	 its	 composition	
and	ornamentation	etc.	We	have	seen	these	two	perspectives	
throughout	 the	 case	 studies	 and	 this	 is	 central	 to	 practice.	
Objects	 are	 examined,	 upwards	 and	 downwards	 through	
various scales in the interior space of composition, from the 





slight	 nuances	 or	 differences.	 As	 we	 conceptualise	 objects,	
naturally	packaging	complex	sets	of	data	 into	 them,	we	find	
differences	 due	 to	 the	 individual	 sensibility	 of	 the	musician.	
This	allows	us	to	share	them	meaningfully	and	delight	in	any	
changes.
Each	musician	must	 at	 some	 stage	 encounter	 the	 basic	 or	
fundamental	 objects	of	 the	composition.	They	are	packages	
of	information	that	cannot	be	broken	down	further	by	our	own	
individual	 sensibility.	 This	 fundamental	 layer	 is	 the	 bottom	
horizon	of	objects.	Beneath	this	horizon	we	are	given	sense	data	
which we then conceptualise as an object, and in turn as some 
type	of	object.	As	we	deepen	our	sensibility	the	bottom	horizon	
lowers and we can perceive smaller objects, details which 
contribute	further	to	our	understanding.	With	understanding	in	
music or architecture the molecular structures become more 
apparent	and	the	bottom	horizon	drops	further.
There	 are	 also	 the	 top	 compositional	 entities,	 the	 large	
compositional	 assemblages	 that	 collects	 all	 the	 constituent	
objects	 into	 one	 entity.	 We	 can	 easily	 understand	 this	 as	
the	 tunes	 in	 the	 case	 studies	 presented.	However	 the	 tunes	
themselves are constituent objects in the real and the meta-
physical	 landscapes	 of	 traditional	 Irish	 music.	 They	 form	
constituent	 objects	 in	 the	 symphony	 of	 oral	 culture.	 These	






























These case studies in music helps us understand the value of 
working	 in	an	oral	culture	where	the	whole	object	or	artefact	
is	 experienced.	We	 are	 trading	 in	 objects	 and	 retaining	 their	
complexity.	We	construct	hierarchical	structures	from	objects	
inherited	from	the	cultural	landscape.	We	can	then	retain	their	
character	 and	meaning	while	 shaping	 them	 to	 the	 needs	 of	
contemporary	practice.	This	runs	to	the	heart	of	my	creative	
practice in music and has been transplanted into architectural 
process.
This is an introduction to the observations made in the research 
on	 practice	 in	 an	 oral	 culture.	 I	 now	 turn	 to	 the	 processes	 I	
use	in	practice	to	make	work	with	all	the	intuitions	of	practice.	










The cornerstones of practice, Object and the Interior Space 
of	 Composition,	 were	 sketched	 from	 observations	 in	 early	




here will correspond with, and build on, observations made in 
the	music	case	studies	in	Chapter	2.	This	is	an	early	attempt	
at	 understanding	 the	 practice	 process.	 They	 remain,	 for	 the	






Figure	 3.1	 shows	 a	 series	 of	 drawings	 that	 were	 presented	
at	PRS	3.1	 It	 sets	down	early	 observations	about	 the	design	
process.	 There	 are	 deficiencies	 in	 this	 early	 drawing	 but	 it	
remains	an	important	staging	post.	It	is	developed	in	the	later	
stages	of	 research	where	new	and	corroborating	 insights	on	
process	can	be	 seen.	The	drawing	 is	 also	 represented	 in	 an	
animation	on	the	following	page.
The	drawing	identifies	the	progression	through	a	typical	design	
process.	 It	 illustrates	the	key	stages	 in	 the	design	process	 in	
four	parts,	the	start	of	the	process,	two	intermediate	stages	of	
development	and	the	final	synthesis.	It	begins	with	collecting	
objects	 in	 the	 anthropological	 field.	 These	 are	 objects	 that	
are	potentially	relevant	to	the	project.	They	are	collected	from	
the cultural landscape or other frames of reference based on 
personal	intuitions	for	the	project.
Once	 objects	 are	 collected	 into	 the	 anthropological	 field	 of	
the	 project	 a	 two	 tier	 process	 begins.	 They	 are	 assessed	 in	
the	 context	 of	 ‘associative	 sets’	 and	 ‘compositional	 sets’	 as	
shown.	‘Associative	sets’	are	other	objects	that	might	deepen	
understanding	 of	 the	 collected	 object	 by	 association.	 This	
might	 be	 context,	 other	 similar	 types	 of	 objects	 or	 objects	
with	 shared	 properties.	 In	 ‘Compositional	 sets’	 we	 examine	
the potential of the collected objects to form resonant or 







Two	 other	 significant	 areas	 are	 described.	 One	 is	 the	
disappointment chain shown in red, which return us to the 
start of the process when the attempted development of a 





The	 animations	 shows	 the	 process	 of	 collecting	 objects	
in	 the	 anthropological	 field.	 The	 process	 goes	 through	 a	
number	 of	 cycles	 of	 the	 design	 process.	 The	 last	 frame	




compositional	 relationships.	 The	 new	 compositional	 object	
emerges	 connected	 into	 the	 ‘free	 compositional	 interior’	 or	
‘transcendental	world’	sphere.
This	 diagram	 is	 a	 construct;	 an	 artificial	 representation	 of	
the	design	process;	a	helpful	meditation	on	 the	 relationships	
of	 objects	 in	 the	 design	 process.	 Although	 it	 is	 artificial	 it	 is	
surprisingly	 accurate	 as	 we	 see	 from	 subsequent	 research	
and	the	later	review	in	Chapter	6.	It	has	informed	the	research,	
helped	us	reflect	on	the	characteristics	of	the	anthropological	





















allows	 the	 practice	 to	 explore	 cultural	 consciousness	 rather	
than	 singular	 conceptual	 musings.	 The	 direct	 relationship	
with	 the	object	 engages	 intuitive	 intelligences	 that	otherwise	
cannot	be	used.	This	was	evident	in	oral	music	practice	where	
the character of the object or artefact was revealed both 
consciously	 and	 intuitively	 through	 a	 direct	 engagement	 in	
practice.
Anthropological	Process





that can embed these objects in an appropriate compositional 
structure.	 This	 develops	 an	 ever	 increasing	 anthropological	
field,	developing	cultural	understanding,	as	objects	come	and	
go	into	the	process.	A	design	process	evolves	that	is	a	circular,	
re-iterative process, as can be seen from the animation or 
drawings.	This	was	termed	an	‘anthropological	design	process’	
by	Leon	van	Schaik.2
This	anthropological	process3 is both a conscious and intuitive 
process	and	delivers	the	first	instincts	on	the	project.	Objects	
are allowed to unfold and develop into new compositional 
assemblages.	 They	 are	 stretched,	 dissembled,	 assembled,	
changed	 into	 new	 compositional	 structures.	 Meanings	
are	 maintained,	 repositioned	 or	 amplified	 in	 the	 developed	
contemporary	forms.	In	this	way	meaning	or	cultural	context	
can	be	retained	in	contemporary	practice.	The	anthropological	
process	 allows	 us	 to	 explore	 meanings	 in	 culture,	 with	 its	
“pattern	 in	mind,	 inward,	 invisible	 and	 shifting…	 [through	 the]	
…material	 things	 [that]	 stand	 solidly	 out	 there	 in	 the	 world”	
[Glassie,	1999,	p.	42].
2  In	conversation	with	Leon	van	Schaik,	Dublin,	April	2015.
3 The	 term	 ‘anthropological	 process’	 is	 used	 to	 indicate	a	process	
of	 collecting	 and	 assembling	 artefacts	 in	 culture.	 I	 am	 aware	 of,	
and	 very	 much	 respect,	 the	 rigorous	 processes	 used	 by	 trained	




is	 a	 process	 that	 seeks	 to	 understand	 text	 and	 context	 in	 active	
participation.	 Therefore	 the	 term	 here	 indicates	 similarities	 with	
methods	 applied	 by	 anthropologists.	 This	method	 is	 used	 in	 both	




As outlined in Chapter 24	we	‘hypostatise’	objects	from	a	world	
of	pure	sensation.	Kant	 [Kant,	1787/81]	describes	a	capacity	
to	receive	representations	as	intuitions	through	our	sensibility,	
and	 following	 from	 this,	we	have	 the	capacity	 to	understand	
or	 know	 these	 representations	 through	 concepts.	 This	 is	
formulated	in	a	number	of	simple	diagrams.
As	we	conceptualise	or	symbolise	these	objects,	we	‘think’	these	








Kant’s	 description	 is	 helpful.	 The	 anthropological	 process,	
develops	‘sensibility’	to	the	nuances	of	culture	and	landscape.	
This	 supports	 a	 capacity	 to	 receive	 ‘intuitions,’	 to	 observe	
‘representations’	in	more	detail	and	understanding.	Separating	
‘intuition’	 (through	 sensibility)	 and	 ‘understanding’	 (through	










forever	 distant	 without	 understanding.	 As	 Kant	 outlines	 “it	
remains	 completely	 unknown	 to	 us	what	 objects	may	 be	 in	
themselves	and	apart	from	all	this	receptivity	of	our	sensibility”	
[Kant,	1787/81,	B59/A42	/	Weigelt,	2007,	p.	75]	but	we	explore	










of	their	 intuited	character	and	expression	 into	new	objects	 in	
the	creative	process.	Representations	of	objects	are	collected	
into	the	design	field	of	the	project,	from	physical,	cultural	and	
personal landscapes with their phenomena (characteristics, 
meanings,	 physical,	mental	 and	 psychological)	 intact.	 These	
objects, or intentional6 representations, are allowed to float in the 
subjective	design	space	as	various	conceptual	adumbrations.	





established	 in	 different	ways.	 Through	 this	 analytical	 design	
process I consider the object in various manifestations in 
respect	to	culture	and	other	objects.	My	understanding	unfolds	






A	 significant	 role	 is	 played	 by	 intuition	 and	 sensibility	 in	 this	
collection	process.	By	collecting	objects,	intuitive	subconscious	
processes	 are	 allowed	 to	 influence	 the	 development.	 It	 is	
helpful	 to	define	 these	 in	more	detail	and	again	Kant	assists	










6	 Harman	 renames	 the	 intentional	 object	 the	 sensual	 object	 to	
avoid	 ambiguity	 as	 he	 points	 out	 “many	 philosophers	 have	 used	













cess and involve parts of the object that are outside conscious 
understanding.	 It	embeds	 ‘weak	meaning’	 in	 the	design	pro-
cess	as	outlined	in	chapter	2.









re-iterative	nature	of	 these	evolving	adumbrations	 in	 the	de-
sign	process	in	chapter	4.	Objects	are	retained	in	memory	so	
that	we	might	have	lifelong	relationships	with	them.
All	 representations	are	given	 to	us	by	our	sensibility	and	 it	 is	
important	to	develop	this.	This	is	evident	 in	the	musical	case	




from	 the	 ‘blooming	 buzzing	 confusion’	 to	 reuse	 William	 James’	
memorable	description.
studies	where	more	colour	is	experienced	as	the	ear	develops.	





understanding	 clearly	 builds	 in	 the	 logical	 parts	of	 the	mind.	







itself;	 the	actual	performance	 rather	 than	a	 representation.	 It	
prevents the loss of intuited subconscious information that 
can	be	an	important	wellspring	in	new	work.
I	seek	to	develop	a	similar	process	in	architecture.	A	process	

















This	 symbolisation	 process	 does	 not	 only	 occur	 in	 logical	
or	 discursive	 reasoning	 but	 happens	 across	 multiple	 layers	
of	 consciousness	 as	 Langer	 succinctly	 outlines;	 “Wherever	
a	 symbol	 operates,	 there	 is	 a	 meaning;	 and	 conversely,	
different	classes	of	experience	(reason,	intuition,	appreciation)	
correspond	 to	 different	 types	 of	 symbolic	 mediation.	 No	
symbol	 is	 exempt	 from	 the	 office	 of	 logical	 formulation,	 of	
conceptualising	 what	 it	 conveys;	 however	 simple	 its	 import,	
or	however	great,	 this	 import	 is	a	meaning,	and	 therefore	an	
element	 for	 understanding…	 It	 brings	within	 the	 compass	of	
reason	much	that	has	been	traditionally	relegated	to	“emotion,”	
or	 to	 that	 crepuscular	 depth	 of	 the	 mind	 where	 “intuitions”	
are	 supposed	 to	 be	 born”	 [Langer,	 1957,	 p.	 97]	Methods	 are	
developed	 to	 reinforce	 these	 symbolic	 processes	 in	 order	 to	
understand	 the	 conscious	 and	 subconscious	 meanings	 in	









a	 consequence	 of	 climate,	 landscape	 or	 society.	Differences	
associated	 with	 place,	 time	 or	 event;	 on	 sacred,	 archetypal	
beliefs	 become	 apparent.	 Compositional	 sets	 explore	 the	
potential	for	collected	objects	in	compositional	arrangements,	
to	evidence	meaning	based	on	abstract	arrangement	of	ideas,	
















9   See	Chapter	2	pg	66.
Fig	3.3:	Sketch	of	sensibility,	
intuition	and	understanding	




A	 symbolic	 process	 of	 idealisation	 and	 contextualisation	
informs	 evident	 and	 hypothetical	 meaning	 structures.	 We	
symbolise	 ideal	 versions	 of	 actual	 objects	 (idealisation)	 and	
we	symbolise	actual	objects	based	on	 relationships	 to	other	
objects	 in	 composition	 or	 in	 culture	 (contextualisation).	
In idealisation we abstract objects upwards to a pure or 
transcendental	 nature.	 It	 allows	 for	 striving	 in	 improvisation	
and	development	of	objects.	This	is	particularly	evident	in	the	















These	 two	 perspectives	 are	 important	 to	 creative	 process.	
They	counterbalance	each	other,	 idealisation	pushing	against	
contextualisation	 and	 vice	 versa.	 This	 tension	 is	 vital	 to	 the	
























to	 the	 functionally	 interdependent	 nature	 of	 the	 constituent	
objects.	 Compositional	 patterns	 are	 continually	 reviewed	
upwards	 and	 downwards	 through	 these	 multiple	 scales	 of	













The collection of objects from cultural landscapes and 
traditions	 and	 the	 exploration	 of	 these	 in	 associative	 sets	 is	
the	core	of	the	anthropological	process	in	architecture.	Objects	
in	the	anthropological	field11	are	explored	through	associative	
sets	with	 context,	 other	 cultures,	 similar	 objects	 etc.	 This	 is	
typical	of	the	anthropological	method	of	text	and	context.	Henry	
Glassie	describes	how	objects	are	read	in	context	where	“…	the	





and place, that can be understood as products of one process 
of	composition,	manifestations	in	the	same	culture…	The	text	
is	broken	down,	all	the	texts	are	broken	down	into	their	parts,	
and	what	 varies	 among	 them	 is	 separated	 from	what	 does	






of	observing	the	collected	objects	 in	 the	design	field	 through	
associative	 sets	 shares	much	 in	 common	 with	 this	 elegant	
description.	We	 have	 observed	 similar	methods	 in	music	 in	
chapter	2.12
This	process	of	working	with	associative	sets	integrates	a	core	
ambition	 in	 practice;	 to	 explore	 cultural	 tradition	 by	 bringing	
a	cultural	and	historical	 landscape	of	objects	 into	 focus.	 It	 is	
through	 these	 objects	 as	 artefacts	 that	 we	 can	 explore	 our	




act	 of	 association	 is	 the	 key	 to	 our	 work.	 The	 associations	
might	arise	from	culture,	assimilating	the	object	to	our	needs,	
confirming	our	right	of	ownership.	Or	they	might	be	gathered	
out	of	diverse	categories	of	 evidence	 in	order	 to	 reconstruct	





















Objects, and connections to the associative and compositional 
sets,	are	mapped	as	they	are	collected	into	the	anthropological	
field.
Elements	 that	are	considered	 relevant	 to	 the	project	and	 the	
physical,	 societal	 and	 cultural	 context	 form	 connections	 to	
the	associative	set	 in	 two	separate	categories.	One	category	
includes actual objects, artefacts or cultural forms such as 
gable,	chimney,	eaves,	plinth,	column	or	temple.	 	The	second	
category	includes	abstract	conceptualisations	or	qualities	such	
as	 geometry,	 threshold,	 roof,	 fireplace,	 lightness,	 heaviness	
etc.	 We	 can	 see	 the	 different	 objects,	 indicated	 by	 colour,	
establishing	themselves	 in	relation	to	both	these	fields	 in	the	
associative	 sets.	 The	 categories	 are	 not	 well	 defined	 in	 this	
early	research	drawing	but	it	is	a	vital	clue	to	the	development	
of	 object	 and	 syntax	 that	will	 become	more	 apparent	 in	 the	
subsequent	research.	This	was	an	important	clue	in	the	early	
research.




by	 naming	 objects,	 registering	 a	 material	 quality,	 identifying	
geometry	etc.	This	process	of	symbolisation	allows	meaning	
and	understanding	 to	 evolve	 in	 the	 compositional	 structures	
of	 the	 project.	 It	 helps	 guide	 the	 nature	 of	 the	 relationships	
that	 evolve	 in	 the	 composition.	 It	 allows	 us	 to	 explore	 the	
presentational	meaning	or	 character13 of those objects, how 
they	have	evolved	 in	history,	 in	 local	 and	global	 culture.	This	
allows	cultural	meaning	to	evolve	from	representations	across	
cultures	 and	 the	 particularities	 of	 the	 actual	 context	 of	 the	
project.
Through	this	process	we	assimilate	the	ideas	and	characteristics	
of	 the	 artefacts	 of	 the	 cultural	 landscape.	 Collecting	 objects	
into	associative	sets	help	reveal	meanings	in	these	objects	that	
might	be	conscious,	subconscious	or	intuitive.	These	meanings	
form the basic tenet for improvisation and development and 
directs	a	design	process	that	explores	continuities	in	landscape	













“The earliest identified development is the undated castle and 
towerhouse, Coppenagh Castle recorded by the Archaeological 
Inventory of Co. Carlow and described as “SE wall of barrel-vaulted 
structure of granite boulders aligned NW-SE, with large embrasures 
on ground floor and loft below vault. Ground plan obscured by large 
pieces of fallen masonry and debris. (OSL 1939, 356; ITA Survey 
1945).” An ongoing history of domestic and agricultural development 










In	 compositional	 sets	 we	 begin	 developing	 relationships	
between objects based on compositional, cultural and 
presentational	 meaning.	 This	 leads	 the	 design	 process.	
Objects	come	into,	and	move	out	of,	the	anthropological	field	
based	on	their	potential	in	the	evolving	compositional	patterns.	
Strategies	 emerge	 that	 establish	 the	 objects	 in	 patterns	 of	
relationships.	These	in	turn	affect	the	objects,	developing	them	
further	 to	 suit	 the	 composition.	 This	 leads	 to	 a	 process	 of	
improvisation	and	development	that	will	be	explored	in	chapter	
5.	A	continual	tension	is	established	between	the	compositional	




of a world as a seamless web of reciprocal action, or as an 
integrated	 totality	 of	 functional	 interdependencies,	 or	 as	 a	
block	of	unlimited	universal	interconnections”	[DeLanda,	2006,	
p.	19]	 In	chapter	4	we	will	 explore	 the	development	of	 these	
compositional	 relationships	 in	 the	 design	 process	 through	
‘collecting	and	assembling	objects.’
These	 compositional	 strategies	 work	 through	 all	 the	 scales	
of	 objects	 from	 the	 large	 objects	 of	 landscape	 down	 to	 the	
smallest	 perceptual	 detail.	 A	 change	 in	 one	 single	 element	
ripples	 through	 the	whole	compositional	pattern	of	meaning,	





relationships.	 This	 continues	 until	 strong	 forces	 within	 the	
compositional	 structure	 begin	 to	 hold	 constituent	 objects	 in	
new	positions.	Eventually	a	new	compositional	whole	emerges	
based	on	the	strength	of	the	compositional	forces.	Alternatively	
the	 design	 process	 re-circulates	 based	 on	 inadequate	







The	 leading	 ambition	 for	 these	 compositional	 sets	 is	
to establish a simple set of relationships between the 
compositional	elements	that	leads	to	a	new	singular	emergent	




An	 emergent	 character	 is	 important	 to	 the	 project.	 It	 binds	
the	 patterns	 of	 meaning	 into	 a	 single	 entity	 that	 speaks	
outwards into the cultural landscape and can position itself 
in	 that	 compositional	 cultural	 landscape.	 The	 compositional	
relationships are important in the interior of the new 
compositional	object.	The	three	dimensionality	of	 the	 interior	
space of the composition becomes evident in the real space 
of	the	project.	Physical	objects	collected	in	the	design	process	
establish	meta-physical	 relationships	with	 landscape	 in	 light,	
sound,	climate	and	spatial	distance	or	syntactical	relationships	
with	other	objects.	Cultural	relationships	integrate	into	existing	
cultural	 meanings	 and	 societal	 tendencies,	 daily	 rituals	 and	
the	social	patterns	of	landscape.	When	in	a	harmonic	balance	
these	relationships	offer	a	point	of	stasis	or	quiet	in	landscape;	
moments of silence in the noise of cultural landscape from 
where	 you	 can	 see	 from	 the	 landscape	 continually	 unfold.	
This is similar to music where we can shape noise towards 
harmonic	balance.
14	Assemblage	is	a	term	derived	from	Assemblage	Theory.	The	word	
object used to describe new compositional objects is problematic as 
it	suggests	a	fusing	of	the	constituent	objects	in	the	new	emergent	











As outlined in chapter 215	 compositional	 meanings	 can	 be	
identified	 in	patterns	of	 hypothetical	 and	evident	meaning.	 It	
is	worth	looking	at	this	in	more	detail.	“Hypothetical	Meanings,	




are entered into that follow from the stimulus object in the 
overall	 functional	 interdependency.	 ‘Hypothetical	 meanings’	
remain apparent in the overall structure, those that were 
possible	but	remain	un-enacted.	
The	 diagram	 explained	 in	 chapter	 2	 offers	 us	 a	 glimpse	 at	
the	 spatial	 structures	 of	 compositional	 meaning.	 Evident	
meaning	 and	 its	 hypothetical	 shadow	 co-exist	 and	 build	
determinate	meaning	 in	 the	new	compositional	assemblage.	
This	relationships	of	meaning	between	the	constituent	objects	
emphasises	 an	 inward	 looking	 aesthetic,	 a	 compositional	
aesthetic	born	of	 its	own	terms	and	meanings,	 like	the	 intra-
musicality	of	music.	
The	 ideal	 object	 plays	 a	 role	 in	 compositional	 structures.	
As we develop and mold constituent objects to form new 
compositional relationships we note the involvement of their 
own	ideal	natures	in	evident	and	hypothetical	meanings.	Again	
Shaviro	points	out	with	regard	to	Whitehead;	“Eternal	objects	





a	 potentiality	 for	 actual	 entities;	 but	 in	 itself,	 as	 conceptually	
felt,	it	is	neutral	as	to	the	fact	of	its	physical	ingression	in	any	
particular	actual	entity	of	 the	 temporal	world.	You	might	say	







hypothetical	meanings	 become	 live	 again,	 full	 of	 potential	 in	
the	new	compositional	assemblage.	As	the	new	composition	














seen16	 objects	 tend	 towards	 fixed	 connotations	 in	 culture.	 A	
chimney,	a	gutter	or	a	column	all	mean	certain	things.	Through	
the	 process	 of	 exploring	 existing	 compositional	 meanings	










objects	 of	 culture	 and	 recast	 them	 in	 diverse	 syntactical	
relationships.	 The	 ‘order’	 of	 relationships	 between	 objects	 in	
architecture	can	be	manipulated.	For	example;	if	a	stone	step	
or	 footing	 is	 conceived	 as	 a	 plinth	 it	 will	 have	 connotations	





balance in the interior space of composition in the simplest 
possible	way.
Over	time	each	project	develops	an	ideal	syntax	of	relationships,	
its	own	 ‘order.’	This	 implementation	of	this	order	 is	often	the	
most	 important	 thing	 to	 watch	 in	 the	 construction	 process.	
We	 can	 accept	 tolerance	 in	 the	 physical	 reality	 of	 objects,	
their	robustness,	their	character	born	of	material	imperfection.	
Syntax,	on	the	other	hand,	must	always	be	clearly	expressed.	
Landscape and culture is a part of this balance in the 
relationships	between	objects.	As	objects	relate	to	each	other	
they	 equally	 relate	 to	 objects	 in	 culture	 and	 landscape	 at	 all	
scales	of	objects.	In	this	way	landscape	and	culture	is	brought	
into	the	interior	world	of	composition	through	syntax.
The	 role	 of	 objects	 and	 syntax	 in	 architectural	 composition	
offer	huge	scope	for	further	research.	I	 identify	them	here	as	
important	 aspects	of	my	creative	practice	and	point	 broadly	
to	 their	 roles.	 Future	 research	 can,	 and	 should,	 look	 at	 each	









A	 reflection	 of	 the	 anthropological	 process	 and	 associated	
drawings	 was	 carried	 out	 in	 conversation	 with	 Leon	 van	
Schaik18	 and	 is	 summarised	 in	 his	 drawing.	 It	 is	 an	 elegant	
summary,	 demonstrating	 the	 process	 of	 collecting	 objects	
on	 a	more	 apparent	 anthropological	 field,	 until	 the	moment	
or	 recognition	 emerges.	 This	 moment	 of	 recognition	 starts	
an	 ordering	 process	 between	 the	 two	 perspectives	 of	 the	
associational	 set	 and	 the	 compositional	 set	 until	 the	 newly	
formed	object	emerges.	
Leon	also	asked	two	questions.	What	is	the	attractor	and	what	




















One of these observations is that the associative set is not 















out	 main	 processes	 and	 interests	 in	 practice.	 It	 identified	
areas	for	further	study	such	as	the	role	of	objects,	associative	
and	 compositional	 structures	 in	 the	 design	 process,	 the	
development	 of	 new	 objects,	 or	 assemblages,	 and	 the	
relationship	of	the	compositional	process	to	context.	However	
the	drawings	do	not	 capture	 the	actual	nature	of	 the	design	
process;	 its	 broad	 compositional	 landscape;	 the	 instinctual	
processes	used	in	collecting	and	assembling	objects	and	the	
ideas	and	meanings	that	they	introduce.	As	I	turned	to	the	next	
area	 of	 research	 I	 sought	 to	 test	 these	 processes	 in	 design	
practice	and	music,	to	explore	observations	and	nuance	in	the	
real	design	practices.
Again20	 I	 recognise	 the	 value	 of	 this	 drawing	 or	 mapping	
process	 enabling	 the	 identification	 of	 previously	 unseen	
techniques	used	in	the	creative	process.	It	intuitively	evidences	





out;	 mental	 acts	 directed	 towards	 an	 object	 or	 “on	 objects	






[Harman,	 The	 Quadruple	 Object,	 2011,	 p.	 21]	 I	 can	 stabilise	










the correlation between process used in oral music practice 
and	 architecture.	 I	 understood	 that	 I	 had	made	 a	 significant	
shift	 in	 the	 research	 and	 was	 beginning	 to	 explain	 aspects	
of	 the	 design	 process	 that	 were	 similar	 to	 music	 practice.	
This	will	 be	more	 clearly	 evidenced	 in	 the	 next	 stage	 of	 the	
research.	 Jo	 Van	 Den	 Berghe21 described this process as 
taking	place	separately	in	‘two	rooms,’	music	and	architecture.	
It	 is	 not	 necessary	 to	directly	map	one	process	 to	 the	other	
in	mathematical	precision.	 It	 is	adequate	 that	we	simply	and	
precisely	explain	the	processes	in	both	creative	practices	and	
allow	the	similarities	to	be	observed.
So,	 I	move	 into	a	deeper	shift	 in	 the	 research.	Chapter	4	will	
explore	 the	 processes	 that	 lead	 to	 these	 compositional	
assemblies	 in	 the	 architecture	 and	 in	music;	 ‘collecting	 and	











two	 stages.	 In	 the	 first	 three	 sections	 examine	 architectural	











This research concentrated on two projects in development 
during	the	research	so	that	information	could	be	collected	as	
the	design	process	evolved.	The	two	projects	are	Coppenagh	
and	 Kimmage.	 The	 first	 project	 was	 a	 low	 budget	 house	
in	 a	 rural	 location	 which	 allowed	 us	 to	 examine	 process	 in	






Categories	 of	 ‘objects’	 and	 ‘spatial	 composition’	 were	
defined	in	the	earlier	research.	The	role	of	the	anthropological	
process	was	outlined.	Cultural	and	compositional	meaning	in	
objects	 was	 explored	 through	 the	 lenses	 of	 the	 associative	












Supporting	 objects	 that	 were	 influential	 to	 the	 project	 such	




• The collection of objects from communities of practice,1 
from	landscape	and	from	personal	fascinations.2
• The	 influence	of	objects	on	 the	design	process	and	 their	
development	in	the	process.
• The	compositional	and	cultural	patterns;	the	relationships	





and	 ‘space	 of	 composition’	 based	 on	 the	 earlier	 research	
findings.	This	is	categorised	in	the	design	landscape	drawings.	














the	 design	 process.	 As	 the	 design	 evolves	we	 can	 see	 their	
development	 in	 the	 process.	 These	 are	 highlighted	 in	 the	
drawings	with	coloured	circles	and	tracked	across	the	sketches.	
Objects,	such	as	references,that	are	collected	into	the	design	
process and influence it, are positioned at the appropriate 
point	on	the	timeline.	It	is	clear	that	objects,	from	landscape	of	
architectural	culture,	are	continually	collected	into	the	process.	




development,	 like	plan,	section	etc.	Objects	 from	culture	 that	
influence	 the	 spatial	 thinking	 are	 included	 in	 the	 appropriate	
locations	on	the	timeline.	It	is	immediately	apparent	that	these	
‘spatial	references’	are	present	at	the	beginning	of	the	project	
as	 a	 set	 of	 spatial	 ambitions.	 These	 early	 ambitions	 are	 in	
response	to	initial	observations	in	landscape.	They	are	recorded	
in	an	instant,	probably	based	on	the	first	site	visit.	The	spatial	
ambitions also represent a set of concerns in practice as we 
see	 similar	 ambitions	 across	 other	 projects.	 This	 suggests	
a	 subjective	 ‘interior	 space	 of	 composition,’	 a	 spatiality	 that	
evolves in the patterns of compositional relationships in the 
mind,	 like	 the	 interiority	 of	 music	 and	 perhaps	 subjective	






based on conscious and subconscious characteristics with 
intuition	playing	an	 important	 role	and	allowed	to	 float	 in	 the	
subjective	 design	 space.	 A	 process	 of	 symbolisation	 begins	
and	 I	start	 thinking	about	 them	as	as	 types	of	 roofs,	gables,	
chimneys	 etc.	 and	 what	 they	 might	 mean	 in	 culture	 and	
landscape.	 I	symbolise	towards	 idealised	forms	(idealisation)	
and	in	the	various	contextual	and	compositional	relationships	
(contextualisation).4 Characters and adumbrations5	 emerge	
as	they	are	placed	 in	different	associative	and	compositional	
relationships.	 Objects	 are	 collected,	 retained	 or	 eliminated	
based on their potential in compositional patterns of the 
evolving	design	process.
Spatial or compositional patterns develop between objects 
based	on	compositional,	cultural	and	presentational	meaning.	
Diagrammatic	plans	and	sections	are	used	with	an	emphasis	
on compositional pattern rather than on plan and section as 
measure;	how	constituent	objects	can	be	organised	in	patterns	
of	 relationships	 rather	 than	 the	 distances	 between	 them.	











Objects	 initiate	 activity	 in	 the	 spatial	 line	 and	 vice	 versa.	
Sketching	 moves	 quickly	 across	 objects	 and	 compositional	
arrangements,	 not	 relying	 on	 singular	 patterns	 but	 building	
patterns	across	them.	The	activity	jumps	from	the	top	line	to	









evident in the objects and compositional patterns that balance 
them.	The	number	of	objects	has	reduced	to	a	small	number	
of	 important	 ones	 in	 strong	 patterns	 of	 relationships.	 These	










CoP	 are	 architects	who	 have	 strong	 links	with	 a	 tradition	 of	
architecture	based	on	artefact.	This	is	natural	as	through	the	





















I	 move	 quickly	 across	 multiple	 patterns	 and	 objects	 in	 the	
design	process.	We	are	not	looking	to	craft	one	single	idea	with	
accurate	 pictorial	 representations,	 we	 are	 seeking	 multiple	
layers	 of	 interlinking	 compositional	 strategies.	 The	 sketches	
themselves therefore are miniatures that allow us to look at an 
object	or	a	relationship	in	multiple	ways	based	on	the	evolving	
composition.	 They	 usually	 look	 at	 particularities,	 moments	
of	relationship.	They	move	quickly,	each	new	one	responding	
to	 the	 last,	 to	 see	how	multiple	potential	 relationships	might	







relationships	 and	 ideas	 are	 discarded	 immediately	 through	
sketching.	The	examination	of	the	sketches	revealed	a	process	
that	was	intuitive,	ambiguous,	led	by	instinct	rather	than	being	
conceptually	 driven	 in	 a	 definite	 way.	 Intuited	 relationships	
or	 objects	 become	 vaguely	 apparent	 in	 the	 sketching.	 They	
continue	 across	 the	 design	 process	 until	 the	 conceptual	
relationships	unlock	in	the	project	with	consequences	across	
all	 scales	 of	 objects.	 The	 sketching	 process	 was	 a	 way	 of	
working	through	these	intuitions	towards	the	ambitions	of	the	
project.





Jo	Van	Den	Berghe	has	pointed	 out7 and draw on intuitions 
that	exist	more	readily	in	the	hand	than	in	the	thinking	brain.




part,	 some	 realm.	 These	 sketches	 are	 a	 living	 record	 of	 the	
design	process	at	its	most	creative.	A	similar	sketching	process	















the	 real	 nature	 of	my	practice,	 the	 evolution	 of	 patterns,	 the	
continuities	 in	 the	 culture	 and	 landscape.	 I	 will	 develop	 this	
further	 in	 later	 summary	 landscape	 drawings	 that	 begin	 to	
capture	the	pattern	of	relationships	in	the	assemblages.
The	following	drawings	are	represented	at	a	small	scale	within	







































































References	 and	 sketches	 illustrate	 the	 process	 of	 collecting	
objects	 from	 the	 local	and	broader	cultural	 landscapes.	This	
intuitive	collecting	process	is	based	on	site,	on	cultural	context	
and	 personal	 fascinations.8	 Objects	 are	 collected	 through	
spatial	 experience,	 site	 visits,	 photographs,	 drawings.	 They	
contain	characteristics	derived	from	landscape,	cultural	history	
and	 materiality.	 Each	 object,	 at	 whatever	 scale,	 is	 collected	
whole	 and	 in	 context	 with	 its	 associated	 meanings	 intact.	




metal	 roofs.	 They	 represent	 a	 loose	 vernacular	 of	 traditional	
agricultural	sheds,	outhouses	and	yards.	They	form	a	rich	built	
landscape	 of	 diverse	 order	 in	 weak	 and	 strong	 geometries.	
Low	 slung	 eaves	 hang	 over	 long	 stonewalls	 that	 mark	 the	






explore	 buildings	 with	 similar	 characteristics,	 sensibilities,	
materiality,	 order	 or	 spatial	 characteristics.	 Locally,	 in	 Ulrich	
Ruckreim’s	shed	in	Clonegal,	an	exquisite	piece	of	contemporary	
architecture	 born	 of	 that	 vernacular.	 More	 broadly,	 in	 the	
carefully	 hewn	 shed	 architecture	 of	 Walter	 Pichler,9	 [Pichler,	
1993,	p.	60]	to	the	eaves	shadows	of	the	Japanese	vernacular,	
to	a	tight	Nordic	Classism,	stable	but	built	from	the	lightness	
of	 sheds.	 Finally,	 to	 other	 buildings	 with	 similar	 qualities,	 of	
roof	and	walls	relating	to	landscape	across	Britain,	Europe	and	
especially	Japan.	We	examine	these	artefacts	in	light	moves,	





sense	 of	 shelter,	 our	 sense	 of	 light	 and	 rain.	 These	 different	
perspectives	fuel	the	potential	that	objects	have	in	the	design	
field.	I	see	how	they	might	evolve.
The	buildings	 analysed	 in	 the	 process	 are	 broken	down	 into	
a	 variety	 of	 scales	 of	 objects	 as	 evidenced	 in	 the	 drawings.	
Gutters,	walls,	beams,	eaves	etc.	emerge	at	these	various	scales.	




















on	 a	 range	 of	 new	 relationships	 with	 other	 objects.	 Evident	
and	hypothetical	meanings	in	old	relationships	become	more	





The constituent objects are improvised, developed and 
articulated to suit their new compositional relationships, each 
changing	 in	 response	 to	 others	 as	 the	 various	 patterns	 of	
relationships	evolve.	We	can	see	this	evolution	in	the	sketches,	
cycling	through	various	adumbrations.	They	develop	or	adapt	
to	 the	 new	 compositional	 patterns	 while	 maintaining	 their	
own	character	or	meaning.	Or	they	are	placed	in	relationships	
and	manipulated	 to	 draw	out	 their	 natural	 character.	 This	 is	
subsequently	developed	in	the	improvisatory	process.
The	Development	of	Objects
The	meaning	 or	 character	 of	 objects	must	 be	 identified	 for	
any	 improvisational	 development	 to	 occur.	 This	 sets	 the	
principles	around	which	the	improvisation	occurs.	An	object	is	
symbolised	as	that	‘type’	of	thing;	it	becomes	a	concept	of	that	
‘type’	 of	 thing.	 Once	 symbolised,	 it	 has	meaning	 associated	
with	whatever	that	type	may	be.	I	can	begin	to	change	it,	adapt	
it,	 improvise	within	 those	 boundaries.	 Improvisations	 can	 be	
searching,	 based	on	 the	 ideal	nature	of	 the	object	or	 its	 real	
nature which is formed in the earth bound relationships to 
other	things	as	we	have	seen	in	chapter	2.11 The notes on the 
mapping	clearly	evidence	the	process	of	symbolising	objects.	
I	 sketch	 out	 particular	 objects,	 name	 them,	 examine	 their	
meanings,	 their	 behaviours	 in	 that	 particular	 condition	 and	
search	for	potential	relationships.	
This	symbolising	process	 is	also	 important	 to	understanding	
differences	that	similar	types	of	objects	carry	in	various	cultural	
manifestations.	For	example	a	chimney	can	be	a	massive	stack	
in	one	culture	and	a	hole	 in	another.	 In	 this	way	 I	 encounter	
objects	with	similarities	 in	meaning	or	character	which	often	
bear	 no	 physical	 resemblance.	 This	 allows	 exploration	 of	
improvisatory	 range.	 I	 am	 building	 a	 potential	 improvisatory	
landscape	as	evident	in	the	mapping.
4.2		Collecting	&	Assembling	Objects
10 Compositional	 objects	 might	 be	 more	 appropriately	 called	
assemblages.	 We	 have	 seen	 in	 Chapter	 3	 the	 deconstruction	
of the constituent parts of a tune into objects, melodic phrases, 
cadences	and	ornamentation.	This	would	not	be	possible	in	a	fused	
compositional	 object.	 Assemblages,	 derived	 from	 Assemblage	










endless	 improvisation	provided	 they	 retain	 relationships	with	
the	connotations	associated	with	their	symbolic	form.
The	symbol	 is	at	 the	centre	of	the	design	process.	An	object	
is	 identified	and	named	as	a	 type	of	object.	Once	 the	object	
is	 named	 connotations	 arise	 that	 allows	 a	 range	 associated	
conceptions.	 The	 trick	 is	 to	 denote	 objects	with	 appropriate	
connotations	 so	 that	 meanings	 derived	 can	 help	 establish	
new	 overall	 assemblages	 with	meanings	 appropriate	 to	 the	



























As	 we	 coordinate	 the	 objects	 in	 new	 assemblages	 we	 see	
patterns	of	meanings	evolve	in	compositional	relationships.	As	
we have seen, this is not sets of simple A to B relationships 
but rather functional interdependencies13 with an associated 
complexity	of	pattern	tested	and	tracked	in	the	loose	sketching	
process.	This	 is	 the	beginning	of	 the	compositional	process.	
These	 abstract	 compositional	meanings	 can	 be	 identified	 in	
patterns	 of	 hypothetical	 and	 evident	meaning	 as	we	 saw	 in	
chapter	2	and	chapter	3.14	Evident	meaning	and	hypothetical	




The interdependent nature of the compositional patterns can 




that would support a compositional balance and include the 
interdependent	 relationships	 of	 road,	 field,	 hedgerow,	 roof	
and	wall	 etc.	 Eventually	 the	 gable	 is	 removed	 and	 a	 pattern	
clicks	 into	 place.	 The	 relationships	 are	 stronger	 without	 it,	
the	 spatial	 composition	 is	 stronger,	 as	 well	 as	 the	 potential	




the	 roof	 but	 sit	 in	 its	 shadows.	These	 relationships	between	
the	 wall	 and	 the	 roof	 develop	 older	 cultural	 significances	 in	














as	 we	 can	 see.	 Also,	 compositional	 relationships	 move	
through	 the	 variety	 of	 scales	 of	 objects.	 There	 are	 the	main	




relationships	 continue	 to	 evolve	 until	 they	 establish	 simple	
patterns	 across	 the	 various	 scales	 of	 objects.	 For	 example;	









the	 roof	extends	 its	eaves	 to	make	a	waterfall;	we	 live	under	
a	roof,	between	farmyard	walls,	with	porticoes	emerging	from	









in	 the	 development	 of	 the	 composition	 and	 they	 clarify	 into	









eaves	 and	 rafter	 ends	 hold	 inverted	 horizon	 against	 the	
hedgerow;	timber	box	inside	the	frame;	the	roof	independent;	
the	porticoes	within	 the	colonnade	standing	 like	soldiers;	 the	
internal	tree	of	structure	and	infill.	At	a	larger	scale	we	see	the	
relationship	between	the	rain	house	and	landscape.	At	a	small	
order we see the details like the relationship between window 
and	 plinth.	 Their	 individual	 object	 character	 is	 amplified	
through	 the	development	of	a	clear	syntax	 in	 their	particular	
relationships.	
Relationships tell us much about the character of each 
object	 and	 similar	 relationships	 can	 be	 explored	 throughout	
architectural	 history.	Order	or	 syntax	allows	 the	 character	 of	
the	object	to	amplify	in	a	relationship	to	another	object.	I	seek	




Patterns	 of	 composition	 are	 sought	 that	 organise	 objects	 in	
clear	systems	of	order	or	syntax.	We	see	these	patterns	being	
explored	in	plan	and	section	on	the	lower	spatial	line.	Various	






the relationships between objects become apparent, those 
objects	can	be	manipulated	to	suit	the	patterns	of	syntax.	They	





how	 things	 meet	 at	 the	 detail	 level,	 the	 tensions	 and	 gaps	
articulating	 order.	 Then	 there	 are	 the	 spatial	 relationships	
between	 objects.	 A	 tension	 between	 the	 two	 types	 is	 at	
work	within	 the	 process.	 Some	 connecting	 relationships	 are	
amplified	 to	 become	 spatial,	 some	 spatial	 relationships	 are	
condensed	 to	 become	 connecting.	 This	 balance	 of	 space	
and	 connection	 is	 especially	 important	 here	where	 the	 steel	
frame	 moves	 out	 of	 the	 wall	 to	 make	 a	 spatial	 colonnade.	
Also, material and cultural influences are enacted in these 
relationships.	Characteristics	 in	 syntax	capture	 the	nature	of	
objects	in	these	relationships.	They	express	weight,	plasticity,	
hardness,	 precision	 etc.	 These	 syntactical	 relationships	 are	
manipulated most in the improvisation and development of 
objects	as	we	will	see	in	chapter	5.
In	 summary,	 two	 types	 of	 relationship	 are	 evident	 here.	
Connecting	relationships	establish	how	things	meet	at	the	detail	












Examples of Syntactical Influences 
Identified in the Objects Collected into the 
Design Process:







Character placement Layering	of	frames Layering	of	envelop,	eaves,	colonnade,	frame,	
spatial	envelope,	etc.



















fields	 was	 observed	 in	 chapter	 2.15	 This	 can	 be	 especially	
evident in music and architecture where architectural objects 
are	established	 in	similar	syntactical	 relationships	to	musical	




most	 are	 not.	 The	 patterns	 of	 cross	 disciplinary	 syntax	 are	
often	only	intuited	especially	in	categories	of	weak	meaning.
This	 is	how	music	and	architecture	relate.	Not	 in	 the	objects	
but	in	the	ideas	of	how	things	are	related,	syntactical	meanings,	








notes	 taken	 during	 the	 research	 that	 represent	 the	 design	




the	 primary	method	 of	 ordering	 relationships	 eg.	 thresholds,	
layers	and	relationship	to	light.	At	the	minor	scale	(intimate	or	
interior	 world)	 it	 develops	 the	 9-square	 plan,	 with	 porticoes	
and	eaves	as	a	deep	spatial	entity	 in	 landscape	with	multiple	
layers	of	interiority.	At	the	major	scale	(interiors	in	landscape)	
it	 develops	 the	 layers	of	 interiority	 in	 landscape	 (ditches	and	
roads	 etc).	 Section	 (pink	 circles)	 is	 the	 secondary	 method	
of	 ordering	 relationships.	 It	 is	 particularly	 important	 when	
determining	 relationships	 of	 interiority,	 light	 and	 sound.	 It	 is	
also	 important	 for	 delivering	 the	 contrapuntal	 relationship	 of	








Boundaries	 (blue)	 extend	out	 into	 landscape.	Walls	 are	used	














stitch	 into	 it.	 They	 divide	 the	 site	 establishing	 the	 principal	
relationships	and	the	threshold	zones.	They	develop	interstitial	
spaces	between	landscape	and	interiors.	They	help	order	the	
immediate	 landscape	 in	 preparation	 of	 the	 interior	 spaces.	
They	become	the	codifier	of	landscape.
Elevations
Elevations	 exist	 as	 objects	 in	 their	 own	 right	 in	 this	 project	
(sometimes	 directly	 from	 compositional	 principles).	 The	
early	attempts	developed	proportional	systems,	remembered	
columns,	 depth	 on	 facade	 and	 the	 subtle	 tricks	 of	 temples.	
The	development	of	elevational	relationships	(purple)	through	
positioning,	 measure	 and	 proportion	 as	 shown.	 These	
relationships	are	considered	too	arbitrary	and	meaningless	in	
the	 end,	 especially	 in	 the	 loose	 cultural	 traditions	of	 building	
and	 immediate	 contextual	 relationships,	 where	 proportional	
presentational	 relationships	 were	 out	 of	 place.	 This	 is	 one	
substantial	 reason	 for	 the	 elimination	 of	 the	 gable	 and	
development	 of	 the	 eaves	 character.	 Here	 the	 elevations	
must	 evolve	 naturally	 from	 the	 plans,	 sections	 and	 spatial	










As	we	move	 through	 the	 spatial	 line	we	see	 the	perspective	
sketches,	hardline	drawings,	models	and	sound	atmospheres	
evolve.	 Evaluating	 these	 spatial	 relationships	 has	 to	 do	with	
measure.	It	is	through	measure	that	the	final	spatial	tensions	
between	 things	 are	 established.	 These	 tensions	 must	 be	




Often	 we	 are	 forced	 to	 re-enter	 the	 process	 of	 assembling,	
of	 reorganising	 relationships	 due	 to	 disappointment	 or	
unhappiness about the richness of the spatial interior or lack of 
emergent	character.	Models	and	drawings	allow	us	to	test	this	
in	real	measure	and	to	consider	the	technicalities	of	building.
The	 process	 of	model	making	 also	 introduces	 new	 objects.	
Through	these	models	we	gain	our	first	insights	into	emergent	
character.	They	are	helpful	 in	 reinforcing	 the	design	process,	
adding	 to	 the	anthropological	collection.	 In	 these	models	we	






Here	 we	 see	 the	 processes	 of	 collecting	 and	 assembling	
the	objects	of	 landscape.	These	objects	are	collected	 locally	
and	 from	across	cultures	 in	Europe,	Scandinavia	and	Japan.	
Similarities can point to the shared cultural values, difference 
can	point	to	large	shifts	in	the	nature	of	our	landscape	or	cultural	
psychology.	We	 develop	 our	 roof	 with	 the	 insight	 learned	 in	
loose	anthropological	processes.	
New	 compositional	 objects	 evolve	 through	 the	 process	with	
characteristics	 that	 are	 two-fold.	 On	 one	 hand	 they	 inherit	
character	 from	the	collected	objects.	On	the	other	hand	they	
evolve	 in	 new	 compositional	 structures.	 Development	 and	
evolution	 are	 natural	 consequences	 for	 the	 ‘anthropological’	
objects	 as	 they	 enter	 into	 new	 relationships	 while	 retaining	
their	 character	 and	 emotion	 in	 the	 new	 assemblage.	 New	
compositional	 meanings	 provide	 an	 opportunity	 for	 a	 new	
aesthetic	 experience	 and	 compositional	 object	 to	 evolve.	
Each	object	 supporting	others,	 amplifying	 them	and	building	
resonances	in	compositional	patterns.
At	this	stage	of	the	design	process,	before	we	encounter	the	






forward	 in	 the	subsequent	design	stages	 into	 the	 realities	of	
improvising	and	developing	objects.16
We	are	striking	a	balance	here.	The	compositional	relationships	
are	 strong	 enough	 to	 identify	 constituent	 objects	 and	
compositional structure but we do not render the constituent 
objects	or	 relationships	 in	 too	much	detail.	The	composition	
offers rich opportunities for improvisation and articulation in 

















collected	 and	 organised	 in	 a	 timeline.	 Hardline	 drawings,	
models and references were located in accordance with their 
influence	or	development.	Again	these	were	analysed	from	two	
perspectives,	 ‘object’	and	 ‘spatial	composition’	 in	 the	project.	
We	see	the	same	processes	as	follows.	The	early	enthusiasm	
for the potential compositional space of the project, a house in a 
garden,	which	establishes	a	range	of	objects	and	relationships.	
Patterns	of	relationships	in	plan	suggest	the	starting	point.
The	 project	 is	 set	 in	 an	 enclosed	 brownfield	 site	 in	 a	 semi-
suburban,	backland,	part	of	Dublin.	This	 landscape	is	difficult	
to	 navigate	 and	 results	 in	 a	 longer	 design	 process.	 The	
cultural and compositional landscape is less broad in terms of 
topographical,	natural,	cultural	and	historical	build	up;	there	are	
less	major	compositional	 relationships	with	 topography,	 sea,	
bogland	etc.	ordering	the	scale	of	objects.	The	project	develops	
from	an	architectural	and	material	language	of	brick,	concrete,	
colonnade	 and	 vaults	 etc.	 associated	with	 the	 light	 industry	
character	 of	 the	 landscape.	 These	 objects	 evolve	 through	 a	
long	process	of	design	development	and	 improvisation.	This	













of	 sketches	 is	 again	 remarkably	 clear	 reinforcing	 this	 earlier	
discovery.	The	differences	between	this	study	and	Coppenagh,	
outside	 the	normal	actual	differences	 in	 type	of	project,	 is	 in	
a	compositional	relationship	to	landscape.	In	Coppenagh,	the	
social	 and	 cultural	 landscape	 goes	 to	 the	 very	 heart	 of	 the	
project.	In	this	case	study,	these	overarching	or	large	scale	sets	
of	relationships	are	missing.	As	a	consequence	it	concentrates	
on	 the	 inner	 compositional	 structure	 without	 developing	















quickly	 across	 different	 potential	 relationships	 and	 seek	 out	
patterns	that	can	hold	them	together	in	the	new	assemblage.	
Plans	 and	 sections	 explore	 how	 relationships	 might	 evolve	
into	 space.	Models	 and	hardline	drawings	 test	measure	and	
proportion.




They	 sit	 in	 the	 design	 space	 as	 possible	 influences	 on	 the	








The compositional objects collected in the process are at the 
project	scale.	They	emphasise	a	robust	constructional	detailing	
of	garden	and	farmyard	based	on	the	interior	character	of	the	
site.	 The	 boundary	 wall	 is	 reinforced	 in	 order	 to	 protect	 the	
garden	reserve.	There	is	less	emphasis	on	an	overall	character	
as	 the	 relationship	with	 the	 building	will	 always	 be	 intimate.	
Constituent	 objects	 relate	 to	 the	 construction	 technique,	 the	
material character of the site and material preference of the 
client.









in	 a	 relatively	 loose	 compositional	 structure.	 This	 is	 unlike	
past	 projects	 in	 landscape	 where	 the	 patterns	 of	 meaning,	
at	 the	 various	 scales	 of	 objects,	must	 come	 together	 in	 the	
tight	 contrapuntal	 form	 to	 produce	 a	 strong	 character	 for	 a	
compositional	 landscape.	 As	 a	 consequence	 there	 is	 less	
improvisation	 of	 the	 constituent	 objects.	 They	 do	 not	 need	
to	 evolve	 to	meet	 the	 requirements	 of	 overall	 compositional	
forms.	Their	evolution	is	tied	more	to	construction	in	the	detail	
design	stages	of	the	project.	
The	 character	 of	 these	 objects	 have	 both	 feet	 firmly	 in	 the	











The	 project	 prioritises	 space	 making	 in	 a	 complex	 brief	
and	 on	 a	 difficult	 site.	 This	 is	 apparent	 in	 the	 sketches	
with	 extensive	 work	 on	 spatial	 composition.	 As	 before	 key	
ambitions	are	established	early	 in	 the	project	and	develop	 in	
the	 design	 process.	 Extensive	 work	 is	 done	 to	 organise	 the	
accommodation.	A	number	of	compositional	patterns	emerge	
based	on	key	practice	interests.	Extensive	model	making	and	
hardline	 drawings	 explore	 measure	 outside	 the	 sketching	
process.	
Examples of Syntactical Influences 
Identified in the Objects Collected into the 
Design Process:






in the main composition form - porticoes
Garden Landscape
Free	character	placement	-	weak	relationships	
(from the real nature of artefacts)
The	articulation	of	brick	and	concrete.	straight	
and direct
Matt of vaults overhead
Expressive	development	(relations	in	materiality) Column	and	beam	-	depth,	height	and	meter Colonnade - elevational depth
Collonade and window Interior to Garden
Planter	and	window Weight





Evident	 and	 hypothetical	 meanings	 are	 apparent	 as	 before.	
Spatial	and	syntactical	relationships	emerge	that	foregrounds	
the character of the objects and establish the compositional 
patterns	 in	 the	 project.	 We	 begin	 to	 see	 these	 patterns	
more	 clearly	 in	 other	 cultural	 references.	 The	 two	 different	
syntactical	 relationships	 evolve,	 the	 connecting	 relationships	
and	 the	spatial	 relationships.	Material	and	cultural	 influences	





hand.	 The	 project	 enjoys	 the	 humanity	 of	 construction,	 an	
acceptance	of	materiality.
Conclusion











This	 is	the	first	 layer	of	 interiority.	This	becomes	a	repository	
for	 a	 collection	 of	 objects	 that	 prioritise	 a	 study	 of	 the	 real	
nature	 of	material	 objects.	 The	 compositional	 strategies	 are	
looser than projects in landscape as the project does not need 









This	 is	 important	 research	 derived	 from	 primary	 source	
material	 in	 practice.	 It	 identifies,	 through	 these	 sketches,	 an	
important	 source	 of	 thinking	 in	 our	 practice.	 It	 is	 a	 difficult	
task	 to	 research	 and	 understand	 these	 and	 cut	 through	 the	
ranging	nature	of	their	thought.	However	I	do	so	with	accuracy,	
recording	the	process,	as	much	as	possible,	in	the	flux	of	current	
projects.	 It	 is	 very	 revealing	and	 illustrates	 the	 real	 nature	of	































































































intuitive	 part	 of	 the	 design	 process.	 At	 this	 stage	 it	 is	 about	
general	compositional	balance	 rather	 than	specificity	 (a	 later	
part	of	the	design	process	explored	in	‘The	Gutter	Book’).	These	
are the broad shapes or patterns of compositional structures, 
central	 to	 practice,	 made	 visible	 for	 the	 first	 time.	 We	 see	
the	 evolution	 of	 a	 functionally	 interdependent	 compositional	
structure,	 across	 the	 project,	 based	 on	 requirements	 of	 the	
brief, personal spatial and object ambitions and the potential 
for	compositional,	cultural	and	presentational	meanings.	These	
patterns	are	searching	for	a	compositional	assemblage	where	
the	 exterior	 relationships	 between	 the	 constituent	 objects,	
at	 the	 scale	 of	 the	 compositional	 assemblage,	 harmonically	
balance.	 Each	 constituent	 object	 becomes	 equally	 (more	 or	
less) involved to stabilise a new compositional object with a 
clearly	defined	territory.	
It	 is	perhaps	worth	noting	at	this	stage	that	each	constituent	
object also has its own collection of objects (with their 
own	 exterior	 relationships)	 within	 their	 own	 interior.	 These	
objects	 also	 eventually	 evolve	within	 the	 overall	 (functionally	
interdependent) compositional structure as we will see in 
‘The	Gutter	Book.’	 Therefore	 these	drawings	 really	 represent	
a snapshot at an important middle point of the compositional 
development.	 Movement	 through	 various	 scales	 of	 objects	
evolves	 in	 the	 compositional	 development.	 This	 is	 a	 central	




These	 ‘summary	 landscape	 drawings’	 are	 a	 heuristic	 as	
Marcello	Stamm	has	pointed	out.	17	While	the	drawings	don’t	
represent	 the	actual	 design	process,	 they	allow	us	 to	get	 as	
close	 as	 possible	 at	 this	 stage	 of	 the	 research;	 to	 visualise	

























The	 sketching	 process	moves	 quickly	 across	 the	 landscape	
of the project and allows the development of individual 
relationships	to	establish	the	generative	patterns.	The	drawings	
been	carefully	constructed	to	map	real	relationships	as	much	
as	 possible	 maintaining	 their	 complexity.	 Excerpts	 from	 the	
sketches	 are	 positioned	 in	 relevant	 patterns	 of	 relationships.	
The	 multiple	 themes	 are	 tracked	 visually	 to	 understand	












is	 bounded	 by	 a	 coloured	 circle	 indicating	 type	 of	 object	 or	
compositional	 principle	 as	 identified	 in	 the	 earlier	 drawings.	
These	are	noted	on	the	drawings.	Grids	of	hardline	drawings	











anthropological	 process.	 Networks	 of	 sub	 themes	 include	
geometric	 form	 and	 looseness,	 gable	 in	 landscape,	 sheds,	
chimney	 in	 landscape,	 walls,	 eaves,	 reading	 structure,	 plinth	
etc.	Collected	objects	that	are	relevant	for	the	‘spatial	summary	
landscape’	 (bottom	 line)	 are	 positioned	 at	 the	 start	 of	 the	
design	landscape	and	map	spatial	ambitions	that	are	identified	
or	 intuited	 from	the	beginning	of	 the	project.	The	spatial	sub	
themes	include,	frame	and	lightness,	layers,	horizon,	interiority	












further overlap between the two landscapes not represented 
here.
173
Object Design Landscape 
Subthemes:
















There	are	 two	main	design	episodes	 in	 the	 ‘object	summary	
landscape’	that	eventually	conclude	with	a	new	compositional	
object	 or	 assemblage.	 These	 episodes	 are	 indicated	 by	 the	
general	 areas	 of	 shading	 on	 the	 drawing.	 The	 first	 iteration,	
a house that emphasises an elevation and a lean-to is not 
successful	spatially	or	contextually	and	is	abandoned.	A	second	
design	 episode	 starts	 and	 eventually	 various	 compositional	
strands	converge	into	a	new	emergent	character,	the	‘rainhouse’	
option.	This	character	has	presence	in	landscape	and	develops	
rich	 spatial	 and	 compositional	 characteristics.	 The	 same	
objects,	 those	 collected	 in	 the	 anthropological	 process,	 are	
involved	in	the	development	of	both	schemes.	This	represents	
the	 creative	 divergence	 possible	 with	 the	 anthropological	
process.	
There	 is	 a	 single	 ongoing	 episode	 in	 the	 ‘spatial	 summary	
landscape’	 that	 evolves	 over	 the	whole	 design	development.	
Again	the	shading	in	the	drawing	shows	this.	This	forms	more	
complex	spatial	 relations	as	the	project	develops.	Restrained	
spatial	 relationships	can	be	seen	 in	 the	early	 iterations	while	
at	 the	 end	 of	 the	 process	 this	 is	 much	 richer,	 illustrating	 a	
complexity	in	the	project.	
The	 object	 character	 is	 given	 to	 the	 cultural	 landscape	 as	 a	
simple	 object	 with	 a	 clear	 character.	 Complexity	 becomes	
4.4		Collecting	&	Assembling	Objects
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apparent	 as	 the	 compositional	 spatial	 interior	 unfolds.	 This	
is	 similar	 to	 the	musical	 case	 studies	 in	 chapter	 2.19 Those 
tunes, or short form poems, had rich compositional interiors 
formed	from	complex	constituent	objects.	The	design	project	
is	similar.	Its	constituent	objects,	collected	from	landscape	and	
architectural culture, form a cultural reservoir in the project 
with their characters embedded and emphasised in the 
compositional	patterns	of	meaning.
Syntactical	 patterns	 begin	 to	 emerge	 in	 the	 spaces	 and	
connections	of	the	project.	The	predominant	emphasis	is	on	the	
spatial	relationships	between	objects	as	seen	from	the	table.	
This	 changes	 in	 the	 construction	 information	 and	 tendering	
design	 stages	 to	 a	 connective	 relationship	 as	we	will	 see	 in	
chapter	5.	However,	 these	connective	or	spatial	 relationships	
are	 in	 flux	 or	 in	 conversation.	 Connective	 relationships	may	













The	 project	 is	 less	 directed	 by	 a	 large	 scale	 compositional	
relationship	to	landscape	evident	in	the	Coppenagh	case	study.	
Without	 this	directing	 influence	 the	design	process	becomes	
more	 expansive	 as	 it	 seeks	 to	 establish	 the	 compositional	
patterns	 within	 the	 terms	 of	 its	 own	 interior.	 Consequently	
there	is	less	overall	emergent	character	and	the	sub	themes	are	
more	dominant.	Each	collected	object	plays	a	more	individual	
role and helps develop a landscape of elements rather than 
a	 singular	 compositional	 character.	 As	 a	 consequence	 there	




the ambition for spatial relationships due to restrained site 
conditions.	
The themes apparent in the objects include portico, stepped 
horizon,	material	development,	 fantasy	walls,	garden	objects,	
cornice,	 clerestory	 objects,	 timber	 structure,	 facade.	 There	
are	a	number	of		spatial	themes	threading	through	the	design	
development.	 These	 include	 pinwheel	 diagram	 (formal	 -	
not	 spatial	 and	 eventually	 abandoned),	 landscape,	 plan	
development,	 portico	 in	 garden,	 height	 and	 cornices,	 interior	
garden,	 etc.	Here	 the	continual	 development	of	 relationships	
in	the	spatial	landscape	can	be	seen.	Again	hard	line	drawings	




summary	 landscape	 drawing’	 shows	 a	 complex	 number	 of	
elements	 existing	 within	 the	 final	 design	 solution	 while	 the	
‘spatial	 summary	 landscape	drawing’	 shows	a	simplification	
throughout	 the	 process	 brought	 about	 by	 a	 clarification	 of	
syntactical	 or	 spatial	 relationships	 due	 to	 restraints.	 This	 is	
opposite to the tendencies in landscape and perhaps reveals the 
biggest	difference	between	them.	 In	 landscape,	where	space	
is	not	 limited,	 the	object	 is	simple	and	the	space	 is	complex.	
The	object	is	charged	to	respond	to	landscape	while	it	retains	
complexity	within	its	interiors.	At	Kimmage	a	complex	array	of	












emergent	character	 that	 forms	 relationships	with	 landscape.	





collected.	Objects	construct	our	 landscape,	 are	 its	DNA.	The	
anthropological	elements	collected	allow	my	creative	practice	
to form connections with landscape, to understand it and build 
into	its	meanings.
The	importance	of	the	space	of	landscape	is	also	apparent.	In	
Kimmage	we	see	 the	evolution	of	a	 ‘real’	 intimate	 landscape	
in	the	garden	interior,	a	compositional	space	within	the	realm	
of	the	garden	walls.	Architectural	enquiry	 is	freer.	 It	becomes	
an	 opportunity	 to	 examine	 loose	 compositional	 structures	
rather	 than	 the	 highly	 contrapuntal	 relationships	 formed	 in	
the	landscape	projects.	In	Coppenagh	a	meta-physical	space	
associated	with	landscape	is	more	present.	A	singular	character	
emerges	 that	 builds	 spatial	 relationships	 between	 the	 new	
object	 and	 the	 existing	 cultural	 landscape.	 The	 composition	
spaces	naturally	become	structured,	more	contrapuntal,	and	
this	emerges	in	the	real	space	of	the	project.	Both	projects	will	
eventually	 merge	 into	 the	 shared	 cultural	 landscape.	 In	 this	
way	 and	 just	 as	 in	 any	 oral	 culture,	 landscape	 continues	 to	
be formed from the multiple efforts of individuals in a shared 
cultural	community.	Both	projects	reflect	an	interiority	observed	
in chapter 120	with	the	project	case	studies.
20  See all projects in Chapter 1
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Kimmage	Portico	Study	&	Conclusion
In	 the	 final	 ‘summary	 landscape	 drawing’	 I	 take	 one	 of	 the	










Each	 theme	 must	 therefore	 develop	 its	 own	 character	 and	
relate	to	the	other	themes	within	the	compositional	form.	This	
evidences	 the	 functional	 interdependency	outlined	 in	chapter	
2.
The	design	development	tends	to	reduce	the	constituent	parts	
of the project to a small number of objects or sub-themes that 
will	contribute	 to	 the	make	up	of	 the	final	project.	This	often	




is	a	 very	 substantial	 part	of	my	creative	process	explored	 in	
4.4		Collecting	&	Assembling	Objects
chapter	5.	This	is	a	helpful	observation.	It	can	allow	a	conscious	
















role	 that	 objects	 play	 in	 the	 development	 of	 compositional	
meaning	in	the	work.	A	compositional	assemblage	can	evolve	
with	a	small	number	of	conceptual	objects	in	very	specific	sets	
of	 relationships.	 These	 are	 then	 developed	 and	 improvised	
in the development of construction information outlined in 
chapter	5.	
This	observation	has	changed	the	procedures	used	to	develop	
construction	 information	 as	 referred	 to	 above.	 Construction	
information	 can	 now	 develop	 ‘objects’	 in	 the	 project	 rather	
than	attempt	to	detail	the	overall	project.	This	develops	a	more	
systematic	method	of	producing	construction	information	and	











The	 collecting	 and	 assembling	 of	 objects	 is	 an	 important	
part	 of	 my	 creative	 practice.	 In	 music	 these	 are	 tunes	 and	
performances	while	 in	 architecture	 they	 are	 the	 artefacts	 of	
a	cultural	 landscape,	buildings	and	details	etc.	These	objects	
bind	 together	 in	 patterns	 of	 compositional	 meaning	 in	 the	
overall	 assemblage.	 These	 patterns	 of	 relationships	 move	





An	amplification	of	 the	character	of	each	object	 is	sought	 in	
this	 process.	 Composition	 is	 a	 process	 of	 building	 patterns	
that	 foreground	 the	 character	 of	 the	 objects	 within	 that	
assemblage	 as	 well	 as	 developing	 a	 new	 overall	 emergent	
character.	By	collecting	cultural	objects	in	the	anthropological	
process	 I	 try	 to	 transplant	 their	 character	 and	meaning	 into	
the	compositional	structures	of	new	projects.	These	are	then	
developed	in	improvisation	as	we	will	see	in	chapter	5.	Actual	
characters	 emerge	 in	 the	 final	 design	 while	 other	 ideal	 and	
relational	 possibilities	 sit	 below	 the	 surface	 of	 the	 project.	
These	 background	 hypothetical	 meanings	 can	 be	 revealed	







Intuition	 is	 both	 supporting	 and	 supported	 by	 a	 creative	
practice that has evolved from an oral musical practice as 
we	saw	in	chapters	2	and	3.	Whole	representations	of	objects	
are	 collected	 in	 the	 anthropological	 process.23 Intuitive and 
conceptual	understanding	can	 then	be	constructed	 from	the	
whole	representation.	It	is	a	type	of	‘oral’	architectural	practice	
where	 both	 intuition	 and	 conscious	 understanding	 play	 an	
important	role	through	actual	objects.	
The	 technical	 processes	 used,	 like	 sketching	 and	 hardline	
drawings	and	models	(seen	in	the	drawings),	have	developed	






the	wrist.’24 It remains a surprise to me that the importance of 
the	sketching	process	was	previously	unidentified.	
The	usefulness	of	 these	broad	expansive	 landscapes	 is	now	
evident.	This	was	misunderstood	and	the	source	of	frustration	
in	practice.	They	are	a	valuable	technique	that	allows	intuition	
to	 emerge	 in	 the	 work.	 They	 also	 reveal	 improvisatory	
opportunities	and	help	to	foreground	the	character	of	collected	
objects	 in	 the	associative	 relationships.	We	can	now	 try	and	








We	 can	 clearly	 see	 the	 development	 of	 patterns	 of	 cultural	
and	 compositional	 meaning.	 	 This	 highlights	 observations	
made	 throughout	 chapters	 2	 &	 3.25 Objects collected in the 
anthropological	process	are	taken	apart	into	their	constituent	
objects	 opening	 new	 possibilities	 for	 hypothetical	 and	
evident	meanings26	 in	new	compositions.	The	compositional	
structures	 and	 syntax	 apparent	 in	 their	 cultural	 tradition	 are	
examined.	 These	 constituent	 objects	 can	 the	 be	 placed	 in	
new	compositional	structures	with	other	constituent	objects.	
Cultural	and	compositional	meanings,	released	from	artefacts,	




The	 mapping	 demonstrates	 a	 building	 up	 of	 complex	
compositional	structures	similar	to	intra-musical	meaning	as	
outlined	in	chapter	2.27	Evident	and	hypothetical	meanings	are	
clearly	 building	 patterns	 of	 relationships	 and	 will	 eventually	
form	 a	 determinate	 meaning.	 The	 work	 evolves	 into	 a	
structured	 set	 of	 functionally	 interdependent	 relationships	
similar	 to	 those	 described	 by	 Langer.28	 It	 also	 highlights	 an	
improvisational	process	that	is	similar	in	music.	This	is	evident	
















have	been	discussed	 in	 relation	 to	music.29	We	have	already	
seen how character is transplanted from old objects in the 
anthropological	 process.	 Character	 in	 new	 objects	 emerges	
from	the	art	symbol,	a	symbol	of	the	subjective	interior30 and 
is	born	of	idealisation	and	contextualisation,31 a product of the 
real nature of objects made evident in associative relationships 
and	their	pure	potential.	We	begin	to	understand	differences	in	
character.
Presentational	 symbolism,	 or	 expressive	 character	 plays	 a	
significant	 role	 in	practice	derived	 from	expressive	character	
in	oral	musical	practice.	This	has	 transferred	 to	architectural	






representation and become consolidated compositional 
objects	in	practice.






















- there is also a set of ideas about a transformation of these 
things	-	as	much	part	of	the	music	as	the	figures	themselves.	
Nodes	in	the	sorting	and	positioning	is	about	how	to	maintain	
these	 forms	 but	 keep	 them	communicating	 (a	 vital	 form)	 in	
some	way	or	other.	I	think	that’s	the	absolute	nub	of	what	you	
are	 trying	 to	 get	 to	 here.	 I	 expect	 that	 each	 of	 those	 nodes	
on	 that	graph	 is	about	 that.	There	 is	about	 them	saying	 ‘am	









in	a	 single	act	of	 vision.	This	 is	 important	 to	 its	 existence	 in	
the	 social	 cultural	 landscape.	 Each	 node	 on	 the	 graph	 is	
placing	moments	of	the	puzzle	and	assessing	if	the	emergent	
character	is	being	strengthened	or	weakened.	
The use of traditional forms does not arise because of a 
philosophical	 or	 conservative	 standpoint.	 They	 emerge	






of	 their	meanings	 in	 cultural	 consciousness.	 The	 processes	
of practice are not established to mimic forms but rather to 
explore	 their	conscious	and	subconscious	meanings.	This	 is	
a helpful observation in practice as it allows me to see how 






The	 tendency	 to	 explore	 intuited	 cultural	 consciousness	
establishes	a	communities	of	practice	around	Palladio,	Walter	





interiors like in Clements34	work.	We	see	these	influences	in	the	
very	early	landscape	scores	presented	at	PRS	2.35
We	have	seen	the	role	that	objects	play	in	the	work.	It	begins	
with	 oral	 practice	 in	 music	 where	 an	 understanding	 and	
representation	 of	 the	 character	 of	 objects	 is	 important.	 This	
is	 a	 necessary	 requirement	 of	 an	 oral	 culture	 where	 tunes	
live	or	die	 through	 their	 representations.	 I	believe	 it	 is	similar	
in	 architecture	 where	 complex	 packages	 of	 cultural	 and	





the	 introduction,	 Daniel	 Libeskind	 writes	 with	 regard	 to	 his	
work	 “	 Symbolic	 thinking,	 in	 which	 the	 pre-eminence	 of	 the	
fascination	with	the	reality	of	things	is	made	explicit,	permeates	
the	 proposals	 with	 an	 aura	 of	 natural	 mysticism.	 Thus,	 the	
move	away	from	technical	and	scientific	forms	of	expression	






the	 interpretive	sign	 to	be	 followed	as	a	key	 to	a	 labyrinth	of	
unsuspected	meanings	or	diffused	meanings.”	[Hejduk,	1985,	
p.	15]
Hejduk’s	 fascination	 with	 the	 reality	 of	 things	 derive	 from	
archaic	 sources	 in	 his	 cultural	 consciousness.	 The	 reality	








I	 now	 admire	 and	 value	more	 fully	 the	 process	 of	 Hejduk’s	























Hejduk’s	 work	 arrives	 from	 his	 subconscious	 and	 finds	
character	 born	 of	 classical	 myth,	 abstract	 geometry,	
contrapuntal	forms,	density	and	sparseness,	line	and	shape.	I	
work	from	a	consciousness	bound	in	place,	an	ancient	pagan	
Irish	 landscape	 of	 myth,	 stories	 and	 music	 represented	 in	
physical	and	oral	landscapes.	In	exploring	this	landscape	I	seek	






























The	 process	 of	 learning	 music	 in	 an	 oral	 traditional	 culture	
is	a	type	of	anthropological	practice	as	we	have	seen.	Here	I	
would	like	to	show	a	process	of	assembling	objects	into	larger	
structural	 assemblies.	 Tunes	 are	 often	 grouped	 together	 in	
medleys,	 to	make	a	composite	 ‘set.’	These	are	also	grouped	






















are indicated on the main branches of the roots while the less 
significant	ones	are	on	the	smaller	branches.	These	lead	into	







the	 collecting	 process	 even	 though	 it	 only	 demonstrates	 a	
small	selection	of	the	influences	on	the	recording.	
Tunes, for the most part, are collected from the traditional 
music repertoire and assembled into individual tracks, or sets 
as	they	are	called.	The	choice	of	 tunes	needs	to	balance	the	
voicing	of	the	instruments,	the	personalities	of	the	musicians	
and	 the	nature	of	 the	performances.	Like	 in	architecture,	we	
seek to develop new characteristics in the tunes based on 
the	fiddle	and	harmonica	pairing	and	the	particularities	of	our	
musical	personalities.	We	explore	characteristics	in	the	tunes	
and pair them with other tunes that make these characteristics 
evident.
This	 process	 of	 assemblage	 occurred	 in	 a	 working	musical	
partnership	spanning	ten	years.	It	is	best	captured	in	the	sleeve	
notes:
“Many of the tunes on this album are classics from the traditional 
music repertoire and they’re tunes we’ve been playing together 
for a long time. Over the years, we’ve adapted them to suit the 
fiddle and harmonica duet sound, by making subtle changes 
to the melodies or by experimenting with different keys and 
tunings. Fiddle tunes, and versions of tunes, play a central role 
in the music. It is an interest shared by both of us. As a fiddle 
39 	Steve	Larkin	and	Mick	Kinsella,	SLMK	001,	Distributed	by	Claddagh	
Records,	2015,	Introduction	Notes.
player, Steve is naturally drawn to these. Mick’s interest traces 
back to many tea-fuelled conversations in the home of the 
great chromatic harmonica player Eddie Clarke. who was also 
a great lover of fiddle music and introduced many fiddle tunes 
to the harmonica repertoire.”39
There seems to be more interest in the melodic structure, 
rhythmic	emphasis	and	character	of	the	tunes	themselves.	The	
sets	are	mostly	in	pairs,	a	way	of	evidencing	the	characteristics	
of	 tunes.	 There	 is	 little	 interest	 in	 dynamic	 keys	 changes	 or	
shifts	in	tempo.	Fiddle	and	harmonic	draw	out	characteristics	




within the tunes are reviewed and altered to suit the character 
of	 our	 playing	 or	 instrumentation	 and	 to	 emphasise	 subtle	
transformations.	An	example	of	this	might	be	the	tune	‘Young	
Tom	Ennis’	where	a	simple	change	in	the	last	cadence	of	the	
A	Part	 significantly	 alters	 the	 overall	 character	 and	 suits	 the	
fiddle	 and	 harmonica	 sound	 and	 rhythm.	 The	 development	
of character opens into the compositional interior of the tune, 
shifting	its	patterns	of	composition.	We	also	develop	the	overall	




We	see	 a	 development	 of	 character	 through	 the	 tunes,	 sets	





This	 process	 occurs	 over	 years	 of	 playing	which	 allows	 the	






two	 people	 and	 the	 process	 should	 also	 capture	 this.	 A	 live	









The	 album	 is	 the	 new	 work.	 It	 has	 been	 formed	 by	 the	
relationships within the process, the musicians and the 
particular	 performances	 recorded	 in	 a	 cottage	 in	 Mayo	
amongst	 friends	over	a	period	of	a	couple	of	 years.	 It	 is	our	
collection of the historic performances that have influenced us, 
our own evolution of the tunes, the new versions put forward 
here.	 I	 hope	 that	 the	 overall	 record	 stands	 as	 its	 own	 thing,	
with its own character, a positive addition to a rich and varied 
culture.
Our	 reinterpretations	 of	 these	 tunes	 add	 another	 tiny	 colour	
to	the	landscape	of	traditional	Irish	music.	They	offer	another	
presentation	of	these	artefacts.	This	is	the	nature	of	traditional	
music,	 now	 more	 than	 ever	 with	 commercial	 recordings,	










































































































































































































































The Pipe On The







Steve Larkin and Mick Kinsella



















In	 Collecting	 and	 Assembling	 objects,1 we studied an 
anthropological	 process	 that	 sought	 to	 develop	 new	
compositional	 strategies	 with	 cultural,	 compositional	 and	
presentational	 meanings.	 There	 was	 an	 emphasis	 on	 an	
emergent	expressive	‘character.’	Marcello	Stamm2 and Richard 
Blythe3 observed that the research presented in chapter 4 
was	as	a	heuristic	that	brought	us	as	close	as	possible	to	the	
compositional	processes.	The	research	in	this	chapter	explores	
the development of these compositional observations in actual 
practice.	
The	 landscapes	 of	 each	 project	 were	 too	 wide	 to	 engage	
in	 research	 at	 the	 detail	 level	 across	 the	 full	 project.	 In	 the	
Portico	Study4	we	saw	the	outward	relationships	from	a	single	
constituent object and I could observe the multiple connections 
it	made	across	the	landscape	of	the	project.	Building	on	this,	a	
research	strategy	was	developed	that	studied	the	development	
and	 improvisation	 of	 particular	 constituent	 objects,	 as	 they	
developed	 in	 these	 compositional	 structures.	This	was	done	
in music and architecture to observe the similar tendencies 
in	both	fields.	It	also	provided	a	lens	to	explore	the	role	of	the	
improvisation and development outlined in chapter 2,5 derived 
from	the	conceptualising	process.	
The	 detail	 study	 allowed	 observation	 of	 the	 development	 of	









compositional space of the project in improvisation and 
development	at	the	detail	scale.
This	 research	 was	 done	 specifically	 for	 the	 Ph.D	 catalogue.	
A	musical	 example,	 ’An	 Páistín	 Fionn	 and	 Galway	 Bay,’	 was	
developed in order to observe the detail development and 
improvisation	 in	music.	An	architectural	detail	 from	a	current	
project,	House	at	Bagnelstown,	was	identified	to	observe	detail	
development	 and	 improvisation	 in	 architecture.	 ‘The	 Gutter	
Book’	 emerged	 from	 a	model	 of	 this	 detail	 prepared	 for	 the	
ADAPT-r	exhibition.6
‘An	 Paistín	 Fionn	 and	 Galway	 Bay’	 presents	 a	 number	 of	
audio	 recordings	 cataloguing	 its	 development	 at	 the	 detail	




It	explores	 the	 technical	characteristics	of	 the	 tunes	 in	detail	
including	different	cultural	characteristics.	It	looks	at	how	these	
are	interpreted	and	improvised	and	directed	in	the	process.
‘The	 Gutter	 Book,’	 presents	 a	 record	 of	 the	 development	 of	









multiple	 conceptual	 strands.	 This	 research	 offered	 an	
opportunity	to	examine	the	development	of	a	single	constituent	
object	in	depth.	This	development	or	improvisation	is	directed	
by	 material	 and	 technical	 characteristics	 and	 other	 objects	
collected	 in	 the	new	assemblage.	Each	developmental	move	
seeks	 to	 connect	 and	 strengthen	 the	 overall	 compositional	
character	 of	 the	 project.	 It	 also	 evidences	 a	 sensibility	 for	
similar	objects	collected	in	the	anthropological	process.
I	try	to	present	the	actual	nature	of	both	practices.	This	allows	
comparison	 without	 artificial	 or	 metaphorical	 links.	 The	








The case studies in music7	 and	 the	 analysis	 of	 the	 album	
recording	by	Steve	Larkin	and	Mick	Kinsella	in	chapter	48	sought	
to point towards certain tendencies and practices in traditional 
Irish	music.	They	illustrated	the	creative	principles	of	practice,	
the processes used and their influence in both architecture and 
music.	
This	 research	 explores,	 in	 detail,	 the	 development	 of	 a	 new	
piece	of	traditional	Irish	music.	It	 is	an	idea	for	a	set9 formed 







intricacies and depths of the tradition and tries to reveal them 
again	in	contemporary	practice.
Process
This	study	was	prepared	specifically	 for	PRS	5.	 It	 is	an	aural	















this as an independent piece of research to architectural 
research	developed	on	a	similar	 research	methodology,	 ‘The	
















as	 I	 naturally	 work	 within	 that	 sub-context.	 Development	 is	
also	 influenced	by	historic	performances	of	 the	 tunes	which	
come	 from	 outside	 the	 fiddle	 tradition.	 We	 again	 recognise	
the	 anthropological	 process	 of	 ‘text	 and	 context’	 described	







the	 expressive	 character	 of	 the	 overall	 piece.	 The	 overall	
emergent	character	sits	mostly	within	the	fiddle	 tradition	but	
has	 the	potential	 to	move	outside	 it	 into	new	creative	areas.	
This	might	be	areas	of	new	knowledge	of	distinctive	character.	








new work is born of cultural tradition but also pushes outside 
boundaries	in	subtle	ways.
The upper part of the cone represents the development of an 
interpretation	of	each	tune	and	the	overall	set.	Over	time	this	
develops	 and	 ideally	 concentrates	 into	 a	 condensed	 set	 of	




intuitive,	 ‘from	 the	 wrist,’13	 born	 of	 playing	 or	 practice.	 This	
demonstrates the importance of intuition over conscious 
conceptualisation.	 It	 reveals	 the	 genesis	 of	 the	 sketching	
processes	observed	in	the	last	chapter.14	We	again	recognise	
the	 broad	 and	 indeterminate	 studies	 that	 seek	 to	 identify	
relevant conceptual objects that can be carried forward in a 
new	performance.
I	 arrive	 at	 precise	 and	 defined	 conclusions	 from	 this	
development	 process.	 This	 is	 not	 restrictive	 in	 any	 way.	 It	
simply	provides	a	perspective	 for	subsequent	performances;	
a base from which to understand other characteristics that 





As	 the	 cone	 of	 the	 diagram	 suggests,	 there	 are	 many	
ideas	 explored	 in	 the	 development.	 They	 emerge	 from	 the	
consideration	 of	multiple	 artefacts	 in	 the	 cultural	 landscape.	
Each	 idea	 is	 scrutinised	 and	 only	 consolidated	 into	 the	
project	when	 they	 integrate	with	 the	 other	 ideas	 to	 form	 an	
emergent	 whole.	 Others	 remain,	 as	 hypothetical	 meanings,	







meanings	 in	 the	 background	 landscape.	 The	 bottom	 cone	














I	begin	by	 examining	 the	 source	 recordings	on	one	of	 these	
tunes,	 “An	 Páistín	 Fionn’	 or	 The	 Fair-Haired	 Child.	 This	 was	
published	in	Dublin	by	Edward	Bunting	in	1796.	It	is	a	relatively	
well	 known	 song.	 In	 this	 case	 however	 I	 am	 interested	 in	
instrumental	versions.
Having	listened	to	a	broad	catalogue	of	sources	I	hone	down	
to	 4	 primary	 sources	 of	 interest.	 James	 Kelly,	 Paddy	 Taylor,	




It	 is	 in	 these	variances	of	melody,	ornamentation,	meter	and	
phrasing	 that	 a	 broad	 creative	 landscape	 can	 emerge.	 This	
provides	scope	for	exploration	within	what	might	be	perceived	
as	restrictive	conditions	of	a	traditional	format	or	tune.	Audio	
sample	 and	 notational	 descriptions	 are	 provided.	 I	 suggest	
audio	examples	are	the	best	representation.
I	 begin	 with	 Paddy	 Taylor’s	 version	 of	 the	 tune.	 Paddy	 was	
born	 in	 Loughill,	 Limerick	 and	 emigrated	 to	 England	 in	 the	
1940’s.	He	played	the	Boehm	system	flute	and	recorded	this	
air	 on	 an	 LP	 called	 “The	 Boy	 in	 the	 Gap”.	 Claddagh	 Record	
1970.17	 Taylor’s	 version	of	 the	 tune	emphasises	 the	melodic	
structure	with	 clear	 and	 simple	phrasing	 in	 a	mostly	 regular	
meter.	The	meter	is	slightly	stretched	in	two	places,	in	the	first	
phrase	of	 the	second	bar	and	 in	 the	 last	bar.	Slight	 rhythmic	
emphasis	 is	 given	 to	 the	 melody	 in	 2	 or	 3	 places.	 Subtle	
melodic	 ornamentation	 that	 establish	 an	 implied	 secondary	
meter within the tune and develop into chromaticism due to 
his	 instrument.	He	emphasises	 the	4th	 in	 the	first	bar	which	
Kelly	picks	up	and	develops	in	his	version	(see	below).
James	Kelly	further	develops	Paddy	Taylor’s	version	of	the	tune	
for	 fiddle.	 As	 he	 outlines	 in	 his	 recording	Melodic	 Journeys;	
“I	 learned	 this	 tune,	 “The	Fair	Haired	Child”,	 from	 the	mighty	
Limerick	flute	player,	Paddy	Taylor	who	was	a	frequent	visitor	
to	our	home	in	Dublin.”18
There	 is	a	 further	development	on	 the	melancholy	cadences	







it.	 The	 pattern	 of	 bowing	 introduces	 rhythmic	 down	 strokes	
establishing	 another	 layer	 of	 rhythmic	 emphasis	 usually	 in	
advance	 of	 the	 melodic	 ornamentation.	 Another	 rhythmic	












Gap: Traditional Music from 
Limerick	and	Clare,	Claddagh	






Kelly	 clearly	 intends	 to	 move	 between	 a	 ‘sweet’	 and	 ‘frail’	
expression	 to	mirror	 emotional	 character;	 an	observation	on	
the	‘ideal’	nature	and	the	‘real’	nature	of	the	music.	It	celebrates	
an imperfect or naked character of performance common in 
traditional	Irish	music.	A	gutsy	quality	found	in	other	traditional	
music	 also.	 	 He	 varies	 the	 pitch	 on	 certain	 notes	within	 the	







much	of	 the	 character.	 It	 allows	him	 to	 take	advantage	of	 a	
particular	 ‘position’20 on the instrument with an associated 
fingering	and	relationship	to	open	strings	that	he	uses	 in	 the	
rhythmic	emphasis	as	outlined	above.	This	defines	the	double	
stopping,	 the	 open	 rhythmic	 bursts,	 intonation	 and	 general	
shape	 of	 the	 performance.	 This	 key	 is	 the	 same	 as	 Paddy	
Taylor’s	setting	of	the	tune.










Man	from	Clare’	he	simply	describes	 the	 tune	as	a	 “Slow	air	
also	played	as	a	waltz	 in	 the	old	days.”21	 It	 is	 predominantly	
based	on	 the	Willie	Clancy’s	 version	 as	we	will	 see	 later.	He	
does introduce the dramatic flattened third in the second (A) 
part	of	the	tune	which	is	similar	to	Taylor’s	and	Kelly’s	version	
of	the	tune.




























It	 is	 a	 wonderful	 version,	 rich	 and	 complex.	 Firstly	 it	 has	 a	
different	melodic	structure	 to	 the	other	versions	and	 is	quite	
distant	to	any	of	the	song	versions	that	I	have	heard.	It	seems	
to	have	evolved	purely	into	an	instrumental	or	piping	tune.	






the	main	structure.	Cuts	and	crans22  within the performance 
establish	a	third	contrapuntal	rhythm	over	the	flexing	rhythms	








timbre	 of	 the	 instrument.	 The	 exception	 is	 an	 exaggerated	
vibrato	 in	 the	pitch	slide	at	 the	start	of	bar	 two.	This	happily	
emphasises	 plaintive	 and	 imperfect	 qualities	 within	 the	
performance.
Overall	 there	 is	 much	 less	 emphasis	 on	 a	 singular	 melody	
and	more	 interest	 in	 the	 broader	 rhythmic	 and	 contrapuntal	
potential	 of	 the	 tune,	 the	 syntactical	 relationships	 and	 the	
episodes,	at	various	scales,	that	they	allow.	It	is	a	very	rigorous	












This	 small	 four	 bar	 detail	 of	 a	 single	 tune	 in	 performances	
by	four	musicians	gives	us	a	tiny	snapshot	of	the	complexity	






a fuller landscape of cultural, compositional and presentational 
meanings.	
Many	of	 the	observations	already	made	 in	 the	 research	 can	
be	seen	here.	Object	and	syntax	are	working	together	at	layers	
of	microcosmic	detail.	An	emphasis	on	‘ideal’	and	‘imperfect’	
object	 is	 evident;	 dense	 episodes	 of	 activity	 counterpoint	
quieter	 moments;	 single	 variations	 unfold	 into	 landscapes;	
objects	 evolve	 through	 improvisations.	 Multiple	 layers	 of	
complex,	subtle	syntax	operate.	There	are	overlapping	meters;24 
relationships	 evolve	 between	 different	 scales	 of	 objects;	 the	












There is also the artefact itself, the tune, with its compositional 
and	 cultural	 meanings	 captured	 in	 its	 relationships,	 its	
phrases	 and	 cadences.	 This	 is	 developed	 by	 each	musician	
as	they	draw	out	the	characteristics	they	intuitively	feel.	Some	







of	 detail.	 I	 gain	 some	 understanding	 of	 ornamentation	 born	
out	 of	 the	 physicality	 of	 the	 instrument.	 I	 understand	 how	





fiddle	 allows	me	 to	 develop	multiple	 perspectives.	 Although	
many	 ideas	 are	 edited	 out	 of	 performance	 they	 remain	 in	
the	 landscape	 of	 the	 tune.	 These	 characteristics	 inform	








The	development	 of	 An	Páistín	 Fionn	 is	 examined	here.	 It	 is	
represented	 in	 three	 ways.	 The	most	 important	 is	 the	 aural	
record,	 taken	 from	a	number	of	day-long	 recording	sessions	







of	 ideas	 similar	 to	 those	 made	 by	 the	 sketching	 process	
seen	 in	 chapter	 4.25	 It	 develops	 wide	 thinking	 and	 supports	
a	 multilayered	 understanding	 that	 facilitates	 improvisation	
and	ornamentation.	 I	 include	an	excerpt	of	 the	 landscape	of	
recordings,	or	takes,	as	visible	on	the	recording	desk	to	assist	
the visual picture of the process
I	try	to	develop	a	performance	that	captures	the	multilayered	






A	 natural	 exploration	 of	 the	 performances	 from	 source	
recordings	is	evident.	As	these	are	studied	many	of	their	attributes	
are	embedded	in	my	version.	There	is	little	concern	for	novelty	

















in the process where, like in architecture, landscapes of ideas 








During	 lengthy	 recording	 sessions	 I	 note	 the	 characteristics	
of	 the	 takes	 on	 playback	 so	 that	 they	 can	 be	 remembered,	
identified	 and	 easily	 referred	 to.	 These	 notes	 are	 very	
subjective	descriptions,	really	written	to	remind	myself	only	of	
the	‘character’	of	each	take	on	initial	playback	after	recording	
sessions.	 These	 often	 relate	 back	 to	 the	 ‘character’	 of	 the	
source	recordings.	This	provides	a	geography	of	the	takes.	We	
can	quickly	identify	the	take	based	on	its	character	and	begin	




It	 is	 not	 possible	 to	 describe	 the	 process	 of	 playing	 music	
in	 text.	 The	 initial	 playback	 notes,	 made	 immediately	 after	
the	 recording	 seems	 to	 be	 the	 closest	 possible	 mirror.	 The	
language	 is	 deliberately	 instinctive,	 loose	 and	 free.	 This	 is	 a	
personal	reflective	process	and	a	development	aid	allowing	me	
to map and assess takes / details based on what I believe to be 
their	character	and	feel.	I	include	two	excerpts	as	follows:
“47-89
Success of the willie translation evident. Layering of tune. The 
structure of the tune exists in the 1st order and a second layer 
emerges in the ornamentation episodes. These exist in a type 
of second layer or second ‘in-between’ meter. There is also a 
development of clear note value in the tune. A number of clearly 
defined characters emerge from the over developed vibrato 
notes - contrast with dry imperfect notes emphasising frailty 
and performance - to shifting notes suggesting tension and 
207
imperfection in movement. The transposed key emphasises 
this due to position and also tonal clarity. “26
“201-285 
Very clean take. Voice present. Really good space. Notes 
good - characterful and exaggerated. Good balance between 
tune and personal voice. Ordinary feel to versions. Good bow 
pressure, vibrato and pitch alteration. Sub or layered episodes 
(ornamentation) integrated into the main structure. Nice 
development at the end. Slightly more laid back take - little 
more reflection in take while retaining emphasises on rhythm, 
melodic variation at 2nd time. Tuning still off in places. Generally 
good performance although weirdly the previous one might be 
better.”27
In the descriptions of the audio takes below we use edited 
















the	 landscape	of	 takes	 [fig.	5.9].	They	evidence	development	
of	the	character,	ideas,	feelings	and	emotional	engagement	as	
the	tune	develops.	They	also	allow	us	to	explore	the	intricacies	
of	 the	 details.	 The	 accompanying	 piece	 of	 text	 is	 developed	
from	the	notes	on	these	takes	and	tries	to	capture	the	process.	
They	will	probably	exceed	the	boundaries	of	the	excerpts	due	
to	 contamination	 from	other	 aspects	 of	 the	 performances.	 I	
accept	this	in	order	to	try	and	describe	the	experience	around	
these	excerpts.
Again	we	have	selected	a	 recurring	 ‘detail’	 as	 to	develop	 the	
overall	 tune	would	take	too	 long.	 It	 is	 indicative	of	 the	overall	
process	but	it	should	be	noted	that	it	only	captures	a	microcosm.	
Areas	outside	 the	scope	of	 these	excerpts	 is	also	developed	




These	 are	 early	 recordings.	 The	 character	 of	 the	 melody	
is	 not	 clear,	 appearing	 and	 disappearing	 in	 overly	 complex	
improvisations.	While	these	improvisations	sketch	initial	ideas,	
they	are	 flat,	 introverted	and	not	 fully	engaged	with	 the	 tune.	
Variances	 of	 tone	 or	 pitch	 begin	 to	 express	melancholy	 and	
humanity.	 It	 is	 	undermined	by	attempt	at	 ‘performance’	and	







There	 wasn’t	 an	 emotional	 connection	 with	 the	 tune	 in	 the	
performance	and	I	can	clearly	hear	this	in	the	playback.	I	am	not	
getting	to	inhabit	the	interior	or	landscape	of	the	tune.	I	am	only	






With	some	excitement	and	we	begin	 to	 inhabit	 the	 tune	and	
space	is	opening	up.	We	sit	in	the	melody	enjoying	its	beauty	
while	 the	 world	 recedes.	 Techniques	 of	 improvisation	 and	
ornamentation	supports	this.	
Concentration	 of	 the	 melody	 is	 supported	 by	 a	 contrasting	
rhythmic	chordal	layer.	This	counterpoint,	with	a	crude	rhythmic	




relationships.	These	are	 folded	 into	 the	 tune	with	a	standard	
harmonic	double	stopping	at	the	start	and	end	of	the	phrase.	
We	 remember	 similar	 complex	 relationships	 in	 other	 areas	
fiddle	music	and	enjoy	the	relationships.
Things	 are	 getting	 nice	 -	we	 see	 the	 tune	more	 clearly.	 The	
space	of	the	tune	is	opening	up	and	we	can	begin	to	introduce	
contrasts	and	ideas	within	the	folds	of	the	tune.	The	ideas	are	
now less imposed but are in direct conversation with the interior 
of	the	tune.	The	tune	is	taut	and	clear	while	the	improvisations	
are	 specifically	 bringing	 out	 the	 character	 of	 the	 tune	 and	
developing	new	characters.
3.		Audio	15	Micho	Part	B1	(96)	and	Part	B2	(100).9
And	now	we	are	back	 in	 the	world!	The	tune	 is	changed	and	
offered	 as	 a	waltz,	 for	 the	 dancer	 and	 listener	 remembering	
Micho	Russell’s	version.	The	bounce	or	swing	carries	the	tune	
offering	the	melody	with	lightness	and	fun	for	dancing.	
This	 is	 an	 act	 of	 giving	 rather	 than	meditation.	 This	 version	
is	 apparently	 simple	 and	 modest	 for	 easy	 sharing	 in	 social	
circumstances.	Naivety	 rules	and	 it	 becomes	a	 reflection	on	
lightness,	humour	and	generosity	so	much	a	part	of	Micho’s	








the	 tune.	And	 it	 is	beautiful.	 Intellectual	 ideas	 vanish	as	 they	
are	 unnecessary.	 Improvisations	 and	 chords	 are	 thoroughly	







And	 finally	 we	 open	 into	 a	 rich	 and	 layered	 world.	 This	
understanding	 builds	 from	 the	Willie	 Clancy	 version	 and	 the	
translation	 from	pipes	 to	fiddle.	And	we	 learn	so	much	 from	
the	 piping	master.	 This	 is	 a	 layered	 reading	 of	 the	 tune	 and	
eventually	becomes	the	main	character	of	the	performance.	I	
am	excited	by	the	evolution	of	multiple	layers.	The	performance	
captures	 a	 taut	 vertical	 exploration	 through	 a	 tapestries	 of	
layers,	ideas	and	improvisations.	
The	 interior	 is	 built	 from	 a	 number	 of	 overlapping	 layers	 of	
tone,	 rhythm,	 improvisation	 and	melody	 that	 are	 completely	
responsive	 to	 each	 other.	 The	 responsive	 nature	 of	 the	
layers	implies	a	contrapuntal	character	laid	out	in	linear	form	
connecting	relationships	in	memory.	This	is	exciting	and	adds	
clarity	 and	 precision	 to	 each	 layer.	 The	 performance	moves	
easily	 through	 these	 and	 	 fully	 inhabits	 the	 interior	 space	 of	
each	layer.	Meter	and	rhythm	then	respond	and	emphasise.
And	 yet	 these	 complexities	 are	 controlled	 in	 the	 shape	 and	
meter	of	 the	performance.	 It	 retains	a	simple	modest	clarity.	
This	 is	 an	 exciting	 and	 mature	 exploration	 of	 the	 tune.	 It	






This process also take place for the second tune in the set, 
Galway	Bay.	There	is	no	need	to	go	through	the	development	
process	 again.	 Instead	 I	 show	 the	 table	 of	 audio	 sketches	
with	 the	 excerpts	 highlighted.	 This	 is	 accompanied	with	 the	












This	 is	 an	 example	 of	 the	 final	 set,	 an	 Páistín	 Fionn	 and	
Galway	Bay,	in	a	solo	fiddle	performance.28 This is a personal 
















The	 final	 set	 is	 developed	 with	 composer	 and	 collaborator	
Donal	 Siggins.29	 He	 develops	 ideas	 and	 begins	 a	 sketching	






of	 interaction	with	 audio,	which	 is	 controlled	 throughout,	we	
get	 to	 observe	 the	 results	 in	 traditional	 indeterminate	music	
fashion:	rather	than	dictating	every	element,	low	level	detail	is	




or	 performance	 environment	 where	 the	 fiddle	 performance	
could	interact	in	real	time	with	the	triggered	accompaniment.	


















The detailed improvisations in the interior of the tune are the 
lifeblood	of	the	compositional	process.	It	 is	in	the	details	that	
the	 richness	 of	 the	 compositional	 form	 becomes	 evident.	
Once we inhabit the interior of the tune the composition 
become	a	landscape.	A	rich	and	complex	world	emerges	full	of	
improvisatory	details,	relationships	and	character.	We	mustn’t	






‘The	Gutter	Book’	 is	a	 research	study	of	 the	development	of	
the	 gutter	 detail	 for	 the	 ‘House	 in	 Bagnelstown.’	 In	 chapter	
4	 we	 saw	 broad	 and	 improvisatory	 landscapes	 of	 design	
development	 in	 the	 ‘design	 landscape	 drawings.’31 These 
worked to establish the compositional patterns of the project 
through	multiple	scales	of	objects.	This	thought	is	condensed	
into	 the	real	physical	objects	at	 this	detail	design	stage.	This	
produces construction information that manifests these 
patterns	of	composition	in	real	projects.	In	‘The	Gutter	Book’	I	
examine	this	process	through	the	lens	of	a	single	detail.	
I	 was	 a	 contributor	 to	 ‘Making	 Research	 –	 Researching	
Making,’	ADAPT-r	conference,	Aarhus	School	of	Architecture,	








“This is a study of the gutter detail for a house in Co. Carlow, 
Ireland. It evidences the improvisational process on historical 
and contemporary precedents appropriate to the particular 
project, climate and culture. This forms a new artefact and 
solves various technical or compositional difficulties in the 
project. It assists the overall character of the building in 
landscape. This object contributes to the spatial ambitions 
of the project by framing horizontal space, filtering light and 
introducing climate to the interior.
The study also evidences the way in which this particular 
object-based synthesis, the gutter detail, establishes itself 













in part, other key compositional objects such as the floor slab 
tapestry, the articulated roof structure and the gable and shows 
the compositional relationships between these objects. This 
compositional strategy slowly builds the spatial character of 
the project and landscape.
In earlier research we see how object and spatial characteristics 
configure the design process. A method of improvisational 
sketching allows distinct objects to develop, at various scales, 
across the project. These objects seek to evolve a distinct 
character that contributes to the material character of the 
cultural landscape and also seek to contribute to the evolving 
spatial ambitions in the design project. Both these strands of 
thought develop in tandem, and without bias, until synthesis is 
reached through the improvisational process. 
These characteristics evolve in a type of compositional tapestry. 
A fluid improvisational process is anchored by key moments 
of synthesis in the design process. Those key moments are 
recorded in models and drawings and either; form touchstones 
for further improvisation with the design process; or establish 
themselves to become part of the overall compositional 
tapestry. The models, of synthesis moments in the details, 
shows how the character of objects or artefacts and spatial 
ambitions are in conversation in our work at every detail and 









The	 accompanying	 diagram	 was	 developed	 to	 observe	 the	
position	of	 the	gutter	detail	 in	 the	compositional	structure	of	




and	 developed	 within	 their	 own	 typological	 boundaries	 and	




larger	scale	 ‘objects’	 that	 respond	to	 landscape,	 that	emerge	
from	 the	 improvisatory	 sketches.	 For	 example	 Roof,	 Villa,	
Temple,	Shed,	 Inverted	Plinth	etc.	These	objects	are	 loose	 in	
definition	 and	 cross	 contaminate	 as	 the	 project	 develops.	
We	see	a	smaller	scale	of	objects	 further	down	 the	diagram	
although	only	the	‘Gutter	Detail’	is	named.	This	is	indicative	of	
the	 timeline	of	 the	project.	 as	we	gain	more	definition	 in	 the	
project	The	field	of	improvisatory	sketching	surrounding	these	













throughout	 the	 research,	 crystallised.	 We	 can	 see	 objects	
form	 in	 the	 improvisational	 sketches	 from	 the	 ‘emergent	
values’	at	the	top	 left	of	the	drawing.	These	are	 intuitions	for	
relationships	 in	 landscape	 including	 ‘interiority,	 landscape,	
economy,	 topos	and	geometry,	 etc.’	As	objects	evolve	 in	 the	
compositional	 assemblage	 they	 are	 studied	 through	 the	
lens	 of	 their	 relationships	 with	 other	 objects.	 This	 is	 shown	
in	 the	slice	 in	 the	drawing	and	 includes	 ‘‘material.	proportion,	
space,	 compositional	 principals	 and	 framing	 landscape.’	
This	 highlights	 compositional	 syntax	 between	 objects,	 in	
the	 composition	 or	 landscape,	 and	 is	 made	 spatially	 or	 in	
connections.	My	intuitions	for	the	difference	between	objects	
and	 syntax	 came	 into	 focus	 through	 this	 drawing.	 On	 one	
hand we have the character of objects and on the other the 
character	of	the	syntactical	relationships	that	bind	them.	I	can	
clearly	 separate	 the	nature	of	object	 in	practice	 from	syntax	
and	order.33
Objects	 in	 the	 compositional	 assemblage,	 shown	 by	 the	
diagram,	 have	 vertical	 and	 horizontal	 relationships	 through	
the	various	scales.	Syntax	is	formed	in	horizontal	relationship	
across the scales of object as evident in each cross section 




33 The	 observation	 of	 the	 role	 of	 syntax	 is	 very	 significant.	 Syntax	
is fundamental to the second cornerstone of practice ‘The Interior 
Space	of	Composition’	observed	in	chapter	1.	It	has	been	continually	
observed	 throughout	 the	 research	and	was	especially	 apparent	 in	
music	 as	 observed	 in	 chapter	 2..	Many	 conceptual	 ideas	 develop	
from	this	perspective.	One	project,	‘Sounding	Boxes,’	derived	almost	
thoroughly	 from	 syntactical	 relationships.	 This	 understanding	
represents much potential for future research and practice 
development.
Syntactical	 patterns	 can	 be	 indeterminate,	 weak	 and	 offer	 much	
scope	 for	 tangential	 development	 in	 composition.	 We	 have	 seen	
the	different	scales	of	objects	as	indicated	by	the	long	vertical	




develop	 complex	 functionally	 interdependent	 relationships	




is	 ambiguously	 called	 ‘the	 point	 of	 conceptual	 completion.’	
This	is	really	the	point	when	the	construction	stage	starts	and	
we	hope	 to	have	a	 fully	 resolved	compositional	 interior.	This	
is	an	important	point	in	our	process	where	every	object	of	the	
composition	comes	into	sharp	definition	and	establishes	exact	
relationships.	 The	 objects	 and	 patterns	 of	 syntax	 should	 be	
clear	and	complete.	After	this	point	our	diagram	fans	out	again	
in	 the	 construction.	 Improvisations	 develop	 in	 conversations	
with	 builders	 and	 subcontractors.	 Developments	 emerge	 in	
the	 imperfect	 nature	 of	 the	 construction	 process.	 However	

















process.	 The	 interior	 space	 of	 the	 composition	 simply	 sets	
out	 proposed	 compositional	 relationships.	 Like	 in	 music,	 it	
is	 a	 position	 of	 understanding,	 a	 perspective	 from	which	 to	
improvise.	As	the	construction	process	evolves,	items	change	
and	 adapt	 to	 suit	 budget,	 the	 difficulties	 of	 building,	 the	
practicalities	 of	making,	 cultural	 techniques	 and	 the	 insights	
of	 craftsmen.	 Conversations	 with	 the	 local	 makers	 involve	
adjustments, small improvisations, moments of conceptual 
imperfection,	etc.	This	is	the	act	of	making	architecture,	like	the	
act	of	making	music.	
The compositional ideas are manipulated to suit the character 
of	the	construction,	the	landscape	and	the	society.	We	explore	
local	construction	techniques;	stones	pulled	from	the	ground,	
farmyard	 concrete	 and	 ditches.	 We	 see	 a	 light	 herding	 of	
landscape	 and	 construction	 rather	 than	 a	 staunch	 guard.	
The	 ‘ideal’	 interior	 space	 of	 the	 composition	 gives	 way	 to	
a	 ‘real’	 character	 of	 construction.	 We	 engage	 with	 an	 old	
constructional	 conversation	 in	 landscape.	 It	 is	 a	 process	 of	
digging,	being	observant	and	finding	the	‘usual,’	efficient	ways	
of	 doing	 things.	 Then	 applying	 these	 to	 the	 compositional	
ambitions	of	the	project.
We	 must	 understand	 where	 alterations	 and	 improvisations	






In	 this	 project	 the	 emergence	 of	 12	 detail	 characters	 in	 the	
detail	 design	 stage	 are	 counted	 as	 follows:	 Gutter,	 gable,	
landscape columns, windows as meter, windows as landscape 
moon,	eaves,	major	structure	(column	tree),	tapestry	floor	slab,	
pit	base,	light	conservatory,	rain	pools	and	spout.	The	naming	





‘The	 Gutter	 Book,’	 is	 a	 good	 example	 of	 this	 symbolisation	
and	 improvisation	process.	 The	object	 as	 gutter	 is	 identified	
as	a	conceptual	form	within	the	composition.	The	gutter	detail	
is	not	developed	as	a	simple	sign	of	rain	but	rather	a	symbol	
that	 allows	 us	 to	 conceptualise	 what	 a	 gutter	 might	 mean,	
or	has	 the	potential	 to	mean,	 in	a	place	of	 rain.	This	symbol	
denotes	a	history	of	meanings	associated	with	the	concept	of	
a	gutter	and	frees	our	thinking	to	improvise	on	these	meanings	
in	 a	 contemporary	 way.	 In	 this	 way	 pastiche	 associated	
with	 postmodern	 referencing	 is	 avoided.	 We	 then	 develop,	
improvise,	 twist	and	push	 the	character	of	object,	 the	gutter	
detail,	until	it	can	sit	comfortably	into	the	patterns	of	meaning	
already	 identified	 in	 the	 overall	 composition.	 Through	 these	









abstract compositional relationships, which move towards the 
interior	space,	the	real	moments	of	syntax	and	order	and	the	






(reflective and developmental), the development in hardline 
drawing	 form	 (in	 over	 35	 revisions)	 and	 other	 developed	
drawings	 that	 emerge	 from	 the	 gutter	 detail.	 Photographs	
of	 models	 made	 in	 the	 development	 are	 also	 included.	 A	









Models	 are	 made	 to	 test	 opportunities	 in	 the	 design	
development.	 There	 are	 a	 range	 of	 types	 of	models.	 Sketch	
models	 test	 the	 eaves	 detailing	 in	 three	 dimensions.	 Overall	
scale	models	of	the	eaves	test	emergent	character	and	space	
of	 the	gutter.	Simple	cast	models	 test	 the	material	character	
of	 elements	 in	 the	 detailing	 such	 as	 tiles	 etc.	 These	models	
test	the	spatial	atmosphere	or	character	in	real	objects.	They	
become	 part	 of	 the	 anthropological	 collection	 in	 their	 own	
right	as	observed	in	chapter	4.39 The successful models have 
strong	 characters	 beyond	 the	 compositional	 and	 technical	
ideas	of	the	detail.	They	re-enforce	the	presentational	meaning	










We	 recorded	written	notes	as	part	 of	 this	 reflective	process,	
similar	to	those	taken	during	the	music	recordings.	The	resultant	
text,	 loose	 and	 often	 formed	 by	 simple	 keywords,	 has	 been	
included	 in	 the	gutter	 book.	As	 in	 the	music	playback	notes,	







draws out a rich set of intuitive observations and can become 
a	 part	 of	 practice.40 This is a valuable observation and one 
that	would	be	useful	in	developing	work	outside	of	contextual	
















“There is a very fine tradition of detached farmhouses set on 
the undulating farmland in the area. There are the distinctive 
dormer window farmhouses common in the area that may be a 
house type developed by the Beresford Estate for well off tenant 
farmers probably in the 18th C. […] There are also a number 
of Georgian farmhouses independently developed in the mid 
18th C […] at Kilgreaney, Kilcruit and surrounding areas. Other 
distinctive development includes the Barrow Line completed 
in 1791 and supporting locks including Sliguff Lock and Lock 
House […] Th[e] neoclassical Georgian tradition is clearly 
evident in Muine Bheag town itself and surrounding areas with 
many fine examples. An early example is the Garden Temple at 
Woodlands House in Newstown, Co. Carlow (circa 1740) with 
5 columns supporting an entablature and a small dome roof 
built of rubble stone. The Courthouse on Main Street, Muine 
Bheag (circa 1835) by Daniel Robertson is perhaps the most 
obvious example with its detached single cell over raised base 
and single storey deep projecting porch to rear. A continuity of 
tradition can be seen in the the 3 bay double height post office 
(circa 1915) probably by Harold Leask.”42 
Less	 documented	 but	 equally	 important	 are	 the	 vernacular	
farmhouses	 and	 outbuildings	 nestling	 into	 the	 topography	
of	 the	 area	 including	 the	 clients’	 own	 family	 farmhouse	 and	
outbuildings.	 Here	 there	 are	 many	 characterful	 and	 rich	
examples	 including	 the	detail	photographed.	Broader	cultural	
references	 are	 also	 introduced.	 We	 see	 Asplund,	 Barragan,	
Siza,	Tavora,	Plecnik	and	Shinohara	expressing	the	gutters	to	
the	point	that	they	become	a	major	player	in	the	order	of	their	
architecture.	We	also	 refer	 to	 the	 cultural	 reading	of	 gutters,	
from	 the	 rope	 eaves	 of	 Donegal	 cottages	 to	 the	 classical	
house	to	the	temple	etc.	They	register	local	climate,	craft	and	
materials.	 They	 are	 often	 captured	 best	 in	 farmyards	where	
ad-hoc	details	capture	character	with	elegance.	
Similar	 to	 the	 music	 recordings,	 attention	 is	 paid	 to	 source	
































Its	 relationship	 to	 landscape	 is	 especially	 noted.	 The	 sharp	
geometrical	 nature	 of	 the	 project	 set	 against	 the	 undulating	
farmland	 and	 the	 archetypal	 geometry	 of	 the	 ancient	 ring-





inverted	 plinth.	 This	 is	 further	 supported	 by	 the	 eaves	 detail	
which	 throws	the	reflective	windows	deep	 into	 the	shadows.	
It	 becomes	 a	 simple	 archetypal	 geometry	 in	 the	 landscape.	
The	 inverted	plinth	sinks	 into	 the	 topography	making	 interior	




and	 the	 external	 form	 is	 rich	with	 possibility.	 This	 continues	






















Rev 1 - 3
Revisions	 1	 -	 3	 begin	 the	 process	 of	 development.	 At	 the	
beginning	of	the	detailing	process	we	are	left	with	a	collection	
of	objects	in	vague	relationships	based	on	the	‘collecting	and	




close	 up	 -	 objects	 such	 as	 gutter,	 column	 frame,	 gable,	 etc.	
We	have	intuition	for	the	conceptual	interior	of	the	project,	the	




the scale of space in landscape and the intimate eaves scale 
spaces.	 There	 is	 a	 sense	 of	 excitement	 in	 examining	 the	
potential	that	separating	the	eaves	from	the	envelop	offers.	It	
allows	an	exploration	of	a	world	of	hay	lofts,	semi-interiors	in	




Technically	 the	separation	of	 the	 roof	and	 the	house	provide	



















Gutter Book, Revision 3
Fig	5.30:	Elevation	Montage	
from Gutter Book, Revision 3
5.2		Improvisation	&	Development
However,	 there	 are	 many	 frustrating	 problems.	 The	 deep	
plan,	attic	and	eaves	spaces	compromise	the	quality	of	 light.	
Chimneys	 used	 to	 bring	 light	 into	 the	 plan	 weaken	 the	 roof	
geometry	 in	 landscape.	 The	 attic	 space	 is	 compromised,	





Revision	 3	 represent	 at	 the	 first	 major	 jump	 in	 the	 design	
thinking,	the	first	‘Gutter	Jump’.	It	causes	obvious	and	significant	
changes.	We	 reposition	 eaves	windows	 on	 the	 ground	 floor	
external	line.	This	is	an	exciting	development	for	the	attic	space	
because	it	creates	useable	spaces	at	the	gable	windows	and	
storage	in	the	dark	areas.	I	remember	Lampens43 and the value 
of	dark	spaces.	We	can	have	eaves	windows	that	can	borrow	
upside	down	light	like	Sert,44	at	the	Miro	Foundation,	Barcelona.	
There is no increase in thermal envelope and therefore no 
associated	additional	cost.
The	 attic	 is	 gaining	 a	 spatial	 character	 with	 low	 windows	
of	 borrowed	 light	 at	 the	 eaves	 and	 2	 landscape	 moons	 at	
the	gables.	Overall	 the	character	of	 the	house	 is	 clear	 in	 the	
landscape	 with	 the	 soft	 interior	 envelope	 covered	 by	 the	
geometric	 roof	shell.	The	flying	gutter	 is	still	 technically	clear	
separating	 water	 from	 envelope.	 This	 provides	 more	 clarity	







Rev 4 - 7
As	we	move	through	Rev	4	-	7	we	see	subtle	shifts	based	on	





Problems	 with	 the	 attic	 order	 develop	 in	 the	 eaves	 spaces.	
The	windows	explore	slipped	meter,	 framing,	depth	of	 frame	
and	 other	 techniques	 to	 try	 and	 solve	 these	 problems.	 The	
conservatories evolve to support the eaves beam to eliminate 
problematic	interstitial	columns	and	add	hanging	down-stands	
to	the	eaves	beams.	Eaves	ceiling	too	small	 to	be	expressed	








Rev 8 - 10
As	we	move	 through	Rev	 8	 -	 10	The	 gutter	 detail	 begins	 to	
control	the	nature	of	these	eaves	spaces.	There	is	significant	
development	and	change	to	the	order	or	syntax	of	the	gutter	










framework	 to	 relate	 the	 scales	 of	 landscape	 and	 interiority	
to	 the	 syntactical	 patterns	 of	 order.	 Layers	 are	 thickening	 to	
landscape.
The	 chimney	 is	 back	 to	 north.	 Windows	 are	 joining	 the	
conversation	 with	 a	 vertically	 emphasised	 meter.	 Masonry	























through	a	 triangular	 frieze	 that	emerges	 from	under	 the	 roof	
covering	part	of	the	layered	architectural	expression.	Externally	








and	 like	 at	 Utzon’s	 house	 where	 such	 fragments	 might	 be	
found	 in	 the	grass	years	 later.46	The	detail	 is	not	yet	working	
with the proportions and order of the eaves spaces but it is 
an	exciting	development.	We	emerge	 from	a	myopic	view	of	
46  Photograph	by	Seier	and	Seier,	Fragment	in	the	Grass,	taken	May	



















eroded	eaves	 that	 casts	 shadows	on	 the	wall.	 The	ceiling	 is	
better	and	the	eaves	counterpoints	the	attic	windows.	A	raised	
gutter	takes	roof	drainage	(we	remember	the	beautiful	swiss	
gutters)	 and	 drainage	 system	 becomes	 clear.	 Eaves	 spaces	
are	still	not	right.
Fig	5.37:	Detail	Section	from	








unnecessary	 visual	 connection	 downwards	 in	 to	 the	 eaves	




through	 rainfalls	 from	 the	 roof	 and	 reflections	 in	 rainwater	
pools.
These	 gutters	 become	 silent.	 They	 eliminate	 landscape	
registering	 only	 light	 through	 sun	 and	 rain.	 This	 delicately	
balances	two	temporal	worlds	of	landscape,	climate	and	light	
through	the	eaves	and	two	picturesque	moons.	The	upstairs	
space	 is	 now	 in	 a	 beautiful	 harmonic	 state.	 The	 syntactical	
order of the house positions two spatial landscape states in 
perfect	compositional	balance.	Below,	 the	 interior	 tapestry	of	
the	 ground	 floor	 ceiling	 extends	 to	 the	 external	 ground	 floor	
eaves	maintaining	 the	 horizontal	 register.	 The	precast	 eaves	


















In the elevations the attic problem disappears and the 
proportions	are	restored.	The	eaves	beams	increase	their	depth	
to	the	gutter.	This	successfully	develops	the	overall	proportion	
of	 the	 house	 and	 it	 crouches	 further	 into	 the	 archetypal	
geometries	of	landscape.	The	beam	depth	also	eliminates	the	
need for central columns and now the overall structural order is 
defined	by	the	modest	gutter.	Only	two	central	columns	remain	














Rev 23 - 32
Minor	issues	remain	across	the	project.	We	fine	tune	the	gutter	
development.	 For	 example,	 the	major	 structure	 develops	 on	
the basis of the spans to provide vertical points of tension 
through	the	project.	The	frieze	at	the	FF	slab	further	simplifies	
with	 a	 subsequent	 development	 of	 the	 cast	 artefact.	 The	
various	 ‘objects’	 in	 the	 project	 are	 set	 up	 and	 positioned	 in	
relationships	 to	seek	 ‘compositional	space’.	All	element	have	
worked	 to	a	single	point,	 in	harmony	and	 towards	an	overall	
logic.	We	complete	 the	detail	design	drawings	and	get	 ready	
for	tender.
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The Gutter Book Conclusion
The Gutter Book illustrates the development of one constituent 
object	 in	 relation	 to	 the	 compositional	 assemblage.	We	 can	
then understand similar processes of improvisation and 
development	 across	 all	 constituent	 objects	 in	 the	 design	
process.	We	see	the	complete	development	of	object	character;	
a	 new	 cultural	 artefact;	 detail	 born	 of	 climate,	 material	 and	
culture.	This	is	the	DNA	of	landscape.	It	represents	the	cultural	
landscape	 and	 is	 formed	 by	 it.	 It	 establishes	 its	meaning	 in	
place	and	context	promoting	regional	variation.
Symbolisation	 and	 meaning	 is	 central	 to	 the	 process.	 In	
identifying	and	naming	the	gutter	as	a	constituent	object	we	
introduce	a	catalogue	of	meaning	into	the	object.	Improvisations	
develop	 on	 the	 meaning	 of	 gutter	 allowing	 freedom	 from	
cultural	tropes	in	the	development	process.	
The	 development	 of	 syntax	 is	 evident.	 Spatial	 relationships	
are	established	within	the	object	itself,	accepting	light	and	rain	
into	an	expanded	 interior,	establishing	 tensions	 in	 the	spatial	
relationships between the objects on the interior of the detail 
object.	 This	 space	 is	 brought	 into	 the	 interior	 of	 the	 object.	
There	is	also	connective	syntax,	the	syntax	of	actual	connecting	
relationships	 on	 the	 interior.	 These	 syntax	 structures	 work	
down	 into	 the	 interior	object.	The	syntactical	 relationships	of	
space	and	connection	also	turn	upwards	into	the	large	scales	













Overall Conclusion - Similarities Between 
Music and Architecture
5.3
These studies are a snapshot of how I develop detail in music 
and	architecture.	 	 In	 ‘The	Gutter	Book’	we	see	the	frustration	
and	 excitement	 of	working	 through	 sketches,	 notes,	models	
and	 drawings	 and	 see	 the	 evolution	 of	 the	 the	 detail.	 The	










There	 is	 also	 remarkable	 similarities	 in	 the	 processes	 used.	
Both	 explore	 cultural	 details,	 in	 anthropological	 processes	
and	develop	them	in	improvisation	as	we	have	seen.	We	also	
use	 similar	 sketching	 processes	 uncovering	 vague	 intuitions	
and	developing	them.	This	further	clarifies	the	sketching	and	








for	 these	 moments.	 This	 has	 offered	 some	 understanding	

















48 De	Solá-Morales	continues	“The	process	 is	more	 important	 that	
the	work	of	art.	More	important	than	the	finished,	isolated	object	are	
the	ideas	that	made	it	possible.	Artistic	communication	is	produced	












This	 diagram	 can	 now	 be	 developed	 based	 on	 observation	
in	the	research	outlined	in	chapters	4	and	5.	It	makes	further	
observations	 about	 the	 anthropological	 design	 process	 and	
compositional	 objects	 or	 assemblies	 based	 the	 subsequent	
research	 findings.	 It	 explains	 the	 collection	 of	 objects,	 the	




The principal observations or developments were as follows:
• A	more	 realistic	model	 of	 process	with	 ‘associative	 sets’	
established	 in	 a	 field	 of	 ongoing	 practice	 rather	 than	 as	
artificial	set	in	the	design	process.	
• Development	 of	 understanding	 of	 the	 ‘potentiality’	 of	
objects	 in	 the	 design	 process.	 Indicates	 the	 potential	 for	
the object to be perceived, improvised or developed in the 
development	of	the	project.	Much	of	this	is	intuitive	in	the	
early	stages	of	the	project.	
• Development	of	 understanding	of	 the	 emergent	object	 is	







2	 The	 term	 ‘assemblage’	 was	 introduced	 in	 Chapter	 3	 and	 is	 a	




outline	 the	 general	 structure	 of	 the	 diagrams	and	what	 they	






to	 state	 that,	 like	 the	 last	 process	 diagram,	 this	 is	 a	 frame	
that	structures	 the	observations	made	 in	 the	 research.	Once	
the	diagram	 is	explained	we	can	move	 to	understanding	 the	

























while	 arrows	 show	 objects	 being	 brought	 into	 that	 space	






and	 allowed	 to	 float	 loosely	 in	 our	 conceptual	 imaginations	
as	 various	 conceptual	 adumbrations,	 or	 sketched	 outlines.3 
As	 the	 process	 evolves	 they	 are	 conceptually	 symbolised	 or	










the	 patterns	 of	meaning	 or	 to	 establish	 syntactical	 order	 in	
the	assemblage.	This	is	called	‘potentiality’	here	and	indicated	
with	a	dotted	ring	around	the	object.	On	a	perceptual	level,	they	
exist	as	 intentional	objects	within	 the	 range	of	 their	potential	
representations	 or	 ‘potentiality’.	We	 perceive	 them	based	 on	
our	 conscious	 and	 intuitive	 understanding	 often	 directed	 by	
anthropological	and	compositional	relationships.	On	a	symbolic	
level,	the	objects	have	recognised	evident	meanings	while	their	




with	sympathetic	characteristics.	 In	 the	early	diagram	this	 is	
indicated	by	a	slight	overlap	in	the	outer	areas	of	potentiality.	
These	 are	 often	 noticed	 in	 initial	 intuitions	 or	 observations.	
As	 the	 project	 evolves	 the	 objects	 develop	 and	 modify	
through	 improvisation	 and	 development	 with	 the	 aim	 that	








as	 it	 reaches	 the	design	stage	conclusion.	Objects	 that	have	





through	 improvisational	 techniques.	 The	 constituent	 objects	
and	their	relationships	are	further	amplified	by	the	resonance	
with	 other	 potentialities.	 A	 new	 ‘distinct’	 object	 emerges	
incorporating	all	the	objects	collected	within	the	assemblage.	




The new compositional object is not a fused new object but 
rather	 is	an	assemblage	held	 together	by	 the	strong	 internal	
forces	between	the	constituent	objects.	A	number	of	objects	
tend	 to	 occupy	 the	 centre	with	 strong	 potentialities	 that	 are	
shared	with	other	objects,	 thereby	 forming	 the	ambitions	 for	
the	project.	These	ambitions	are	strengthened	in	synchronous	
patterns	 of	 meaning	 and	 order.	 The	 edges	 of	 potentialities	
alone	 push	 out	 into	 areas	 of	 individual	 character.	 These	 are	
characteristics	 that	 might	 be	 outside	 the	 general	 ambitions	




is	 continually	 questioned.	 This	 constitutes	 judgement	 in	 the	








original	 forms.	 I	 have	 illustrated	 this	 in	 chapter	 5	 in	musical	





If	we	 take	 the	 gutter	 detail	 in	 Bagnelstown	we	 can	 see	 how	
the	potentiality	of	one	element	has	a	centre,	where	 it	shares	
common ambitions for the project with other objects, an outer 
edge	with	its	own	distinct	character	and	everything	in	between.	
In	 Zone	 1,	 or	 the	 the	 heart	 of	 the	 assemblage	 where	 all	
potentialities	overlap,	there	is	a	strong	set	of	shared	relationships	
contributed	to	by	all	of	the	objects	in	the	composition,	including	
the	 gutter.	 They	 form	 the	 basic	 patterns	 of	 compositional	
meaning	 in	 the	 project	which	 are	 strong	 enough	 to	 support	
an	 overall	 emergent	 character.	 The	 gutter	 contributes	 to	
these	 shared	 ambitions:	 	 1.	 A	 temple	 in	 landscape,	 with	 a	
contemporary	entablature	and	frieze;	2.	Supports	proportional	
balance	 in	 the	overall	 form;	3.	Lights	 the	 important	attic	and	







Zone	 2	 is	 the	 second	 overlap	 where	 a	 number,	 but	 not	 all,	
potentialities	overlap.	This	shows	the	looser	harmonies	where	
a	fewer	number	of	these	potentialities	form	relationships.	This	
represents	 a	 looser	 pattern	 of	 meaning	 around	 the	 strong	
centre.	These	might	be	inferences	around	the	edges	that	appear	
and	reappear	 in	the	composition.	Here	the	gutter	contributes	
as	 follows:	 1.	 Shelter	 for	 the	 conservatories	 and	 terraces;	





other	 objects.	 These	 are	 often	 the	 distinctive	 features	 in	 the	
composition,	 the	 characterful	 colour,	 the	 singularities	 on	 the	
fringes.	They	 can	 establish	 the	 contradictions	 and	 imperfect	










object	 identifiable	by	the	strong	character	of	 the	heart	of	 the	
project.	
Harmonic	 potentialities	 create	 strong	 patterns	 of	
compositional	meaning	that	bind	constituent	objects	together	
in	assemblies.	Constituent	objects	always	exist	independently	
but	 in	 relationships	 with	 others.	 The	 strength	 of	 the	 ‘heart’	
relationships	mean	 the	 objects	 will	 be	 bound	 so	 strongly	 in	
these	primary	compositional	relationships	that	a	new	emergent	
‘compositional	object’	evolves.	In	zone	2	the	less	fundamental	
relationships have potential to appear and disappear as the 







As we have seen in music in chapter 2, the constituent parts 






complex	 assemblages	 perceived	 through	 our	 sensibility	 and	
understanding.	 Assemblages	 are	 formed	 in	 context	 as	 one	
constituent	object	to	a	much	larger	cultural	landscape.	We	are	




They	 allow	 me	 to	 observe	 and	 reflect	 on	 the	 moments	 of	




















In	 the	 same	 way	 as	 we	 made	 certain	 observations	 on	 the	
initial	 drawings	 I	 would	 also	 like	 to	 examine	 some	 further	




We	 have	 already	 outlined	 ways	 in	 which	 objects	 can	 be	
perceived	 in	multiple	 adumbrations.	 They	 can	 have	 cultural,	
compositional	 or	 presentational	 meanings	 and	 can	 develop	
relationships	with	other	objects.	These	 ‘potentialities’	 can	be	
intuited	in	the	objects	within	our	anthropological	field.	We	see	
evident	meanings	 in	 their	 existing	 relationships	and	possible	
hypothetical	meanings	based	on	new	 relationships	or	based	
on	 an	 idealisation	 of	 their	 natures.	 While	 we	 can’t	 predict	
outcomes	at	the	beginning	of	projects	we	make	subconscious	
choices	about	what	type	of	objects	might	offer	most	potential.
Anthropological	 practice	 is	 a	 way	 of	 gathering	 objects	
containing	rich	potentials	that	can	be	brought	to	projects	when	
the	circumstances	are	particularly	suitable.	We	allow	objects	
to	move	 into	position	when	 required.	We	saw	 this	especially	
in	 chapter	 2	when	 Tommie	 Potts	 introduced	 a	 phrase	 from	
‘Mambo	 Italiano’	 into	 the	 reel	 ‘My	 Love	 is	 in	 America.’4	 By	
looking	at	it	this	way,	we	understand	that	practice	is	in	fact	the	
anthropological	field	itself.
The	 potentiality	 is	 what	 is	 being	 explored	 by	 the	 extensive	
sketching	we	saw	in	chapter	4.5 It is not a pictorial representation 
but	a	process	of	exploring	the	potentiality	of	objects	and	their	
ability	 to	enter	 into	 relationships	with	other	objects.	 It	 is	also	
a	 shorthand	method	 for	 quickly	 viewing	 the	 nature	 of	 those	
relationships	and	explores	how	these	relationships	might	affect	



























phrases	 within	 the	 compositional	 structures.	 However	
they	 present	 as	 compositional	 wholes	 so	 that	 they	 can	 be	
conceptualised	as	single	entities	with	their	own	presentational	








objects	 continue	 to	 exist	 with	 autonomy	 within	 the	 overall	
project	and	can	be	perceived	and	developed	in	their	own	right.	




Therefore we understand that compositional objects are not 
fused	entities,	formed	in	a	kind	of	synthesised	leap	impossible	
to	 reverse.	 Instead	 they	 are	 collections	 of	 objects	 of	 various	
scales	 held	 together	 by	 forces	 within	 the	 compositional	
structure.	 A	 more	 appropriate	 description	 is	 based	 on	
‘assemblage	 theory’6	 following	 observations	 by	 Manual	
DeLanda	in	his	‘New	Philosophy	for	Society.’	[DeLanda,	2006]	
DeLanda	describes	 the	assemblages	as	 follows;	 “First	of	 all,	
unlike	wholes	in	which	parts	are	linked	by	relations	of	interiority	
[…]	assemblages	are	made	up	of	parts	which	are	self-subsistent	
and	articulated	by	 relations	of	 exteriority,	 so	 that	a	part	may	
be	detached	and	made	a	component	of	another	assemblage.”	




world	 as	 a	 chain	 of	 ascending	 and	 descending	 compounds,	
each of them autonomous from the pieces that create them 
and	equally	 independent	of	 the	wider	contexts	 in	which	 they	
are	enmeshed.”	[Harman,	2010,	p.	181]
Assemblage	theory	solves	the	conceptual	difficulties	with	the	
earlier model and allows us understand the importance of the 
patterns	of	meaning	that	holds	the	objects	of	the	assemblage	
together	in	their	syntactical	structures.	The	constituent	objects	
continue	 to	exist	 independently	within	 the	object	and	can	be	
adapted,	 improvised	 and	 developed.	 The	 assemblage	 can	
change	and	adapt	through	improvisations	and	developments.
As	DeLanda	outlines;	“Today	the	main	theoretical	alternative	to	









These	 relations	 imply,	 first	 of	 all,	 that	 a	 component	 part	 of	
an	assemblage	may	be	detached	 from	 it	and	plugged	 into	a	
different	 assemblage	 in	 which	 its	 interactions	 are	 different.	
In	 other	 words	 the	 exteriority	 of	 relations	 implies	 a	 certain	
autonomy	 for	 the	 terms	 they	 relate,	 or	 as	 Deleuze	 puts	 it,	
it	 implies	 that	 ‘a	 relation	 may	 change	 without	 the	 terms	
changing’.	Relations	of	exteriority	also	imply	that	the	properties	
of	the	component	parts	can	never	explain	the	relations	which	
constitute	 the	 whole…	 although	 they	may	 be	 caused	 by	 the	
exercise	of	a	components	capacities.	 In	fact,	the	reason	why	
the properties of a whole cannot be reduced to those of its 






same	time	allowing	 that	 the	 interactions	between	parts	may	
result	in	a	true	synthesis.”	[DeLanda,	2006,	p.	10-11]
The	 ‘relations	 of	 exteriority’	 describes	 that	 simple	 autonomy	






‘exterior’	 relationships	 for	 re-assemblaging	 into	 the	 interior	
of	 new	 objects.	 He	 emphasises	 the	 ‘interactions	 between	
parts’	 as	 being	 the	 source	 of	 synthesis.	 I	 find	 these	 terms	
helpful	in	understanding	my	intuitions	for	the	‘Interior	Space	of	
Composition’	that	I	have	continually	referred	to	in	the	research.	
The	 ‘relations	 of	 exteriority’	 is	 helpful	 because	 it	 clearly	
demonstrates the outwards relationship of the constituent 
objects.	 We	 can	 then	 see	more	 clearly	 the	 interiority	 of	 the	
‘interactions	between	 the	parts’	or	objects	or	what	has	been	
referred to here as the importance of relationships between 
objects	in	the	act	of	composition	in	music	and	architecture.	
Assemblages	also	help	us	to	better	conceptualise	the	relations	
of	 scales	 of	 objects	 in	 landscape.	 We	 can	 more	 easily	 see	
how	 objects	 maintain	 ‘relations	 of	 exteriority’	 and	 allow	
evolving	 interactions	 between	 the	 parts.	We	 saw	 this	 in	 the	
compositional	 attributes	 of	music	 through	 improvisation	 but	
we	can	also	see	the	same	in	landscape.	The	assemblage	has	
the	 ability	 to	 absorb	 differences	 or	 changes.	 These	 is	 very	




of	 actualisation.	 Once	 a	 compositional	 pattern	 becomes	

























The interior space of composition is a compositional meta-
physical	 interior,	 like	 those	 experienced	 when	 immersed	 in	
music,	 architecture	 or	 landscape.	 It	 is	 a	 subjective	 space	
between	 meta-physical	 and	 physical	 landscapes.	 This	 was	
conjured	 in	 the	google	map	 images	and	associated	musical	
examples	shown	 in	chapter	1.7 In its most immersive, it is a 
harmonic	 compositional	 space,	 formed	 by	 balanced	 sets	 of	









spaces	 into	 landscape.	 To	 allow	 the	 characteristics	 of	 this	
meta-physical	space,	born	of	a	cultural	landscape	and	an	oral	
musical	 tradition,	 to	 become	 apparent	 in	 that	 landscape.	 To	




meanings8	 and	 perceptions.	 There	 are	 differences	 in	 this	
subjectivity.	 By	 making	 work	 and	 music	 this	 interior	 world	
emerges	into	the	exterior	world.
Objects	 in	 assemblies	 build	 this	 interior.	 Patterns	 of	 cultural	
and	 compositional	 meaning	 work	 down	 into	 compositional	
assemblies	 and	 outwards	 into	 context	 and	 culture.	 Spatial	
balance	 is	 found	 by	 balancing	 the	 compositional	 patterns	
of	 these	 constituent	 objects	 and	 landscape	 as	 best	we	 can.	
This	interior	is	both	a	conceptual	space,	i.e		a	subjective	space	
of	 composition	 and	 a	 real	 space,	 the	 interior	 of	 landscape.	 I	
live	and	work	 in	both	 these	spaces,	 the	conceptual	and	 real.	
Interiority	 describes	 a	 ‘space’	made	 up	 of	 a	 combination	 of	
both.	
This	 deep	 interiority	 evolves	 in	 the	 physical	 spaces	 of	 my	
architecture.	It	guides	the	composition	and	design	process.	We	
see	a	recurring	accretion	of	layers,	the	development	of	depth	
in	 the	 thresholds	 between	 inside	 and	 outside,	 strengthening	
interiority	 in	 the	 work.	 We	 see	 this	 observation	 at	 the	 very	
beginning	of	the	research	in	the	case	studies	in	chapter	1.9
In the end our world is an interior space of composition and 
we	share	 it	 in	a	cultural	perception	of	 landscape.	As	Harman	
outlines;	“When	I	judge	there	is	something	judged;	when	I	love	
there	 is	 something	 loved.	 In	 directing	my	 attention	 towards	
something,	 I	 intend	 it.	 But	 that	 which	 I	 intend	 lies	 within	
consciousness,	not	outside	 it.	Existing	only	on	 the	 interior	of	
my	experience,”	 [Harman,	The	Quadruple	Object,	2011,	p.	21]	
Or	 as	 he	 says	 elsewhere;	 “So,	 what	 we	 have	 is	 the	 contact	
between me and the sensual tree on the interior of the relation 
between	me	and	the	real	one.“[Harman,	The	Road	to	Objects,	







9  See Chapter 1 








Some of these are precise reflections on observations made 
in	the	last	chapters.	Others	are	sketches,	included	to	illustrate	
future	 research	 areas.	 	Overall	 it	 is	 a	 conclusion	 to	 research	























ing	of	 the	subtleties	of	place	and	 through	 them	and	see	 the	
cultural	landscape	in	all	its	subtle	difference.
Details	are	the	DNA	of	landscape.	This	DNA	can	be	altered	to	
affect its material and compositional evolution, to respond to 
its	nature	as	we	saw	in	the	gutter.1 The characteristics of land-
scape	can	be	manifest	in	a	single	detail.	Yet,	it	is	comprised	of	
thousands	of	such	details.
There	 is	huge	creative	scope	at	 this	scale.	This	was	clear	 in	













































boundaries,	 extending	out	 into,	 and	merging	with,	 landscape	








was	how	 to	 represent	 landscape?	This	was	a	difficult	 ques-
tion	to	answer.	I	sought	to	do	so	by	developing	representational	












a	 representative	process.	 It	 also	 returns	 to	 early	 intuitions	 in	
the research where the space of music and landscape were 
shown	to	be	immersive,	active	and	participatory.5





‘The	Gutter	Book’6 evidence this representation of landscape 
through	 the	 development	 of	 detail	 of	 their	 respective	 land-
scapes.	As	Richard	Blythe	has	pointed	out;	 “Actually	 it	 is	not	
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This	 is	evident	 in	 ‘Evensong’	by	Sophie	Clements10 who uses 
constructed,	thought	or	dynamic	artificial	objects	of	geomet-
ric	neon	light,	to	counterpoint	or	emphasise	immersive	natural	
landscape	interiors.	 Ingold	outlines	interiority	 in	 landscape	as	
being	invited	into	the	gathering	by	the	objects	we	place	there.	









Interiority	 or	 interior	 landscapes	 of	music	 form	 a	 significant	
part	of	the	actual	spatial	intelligence	[van	Schaik,	2008]	of	mu-
sicians.	In	music	making	we	exist	in	an	immersive	interior	land-










tween	 the	 exteriority	 and	 the	 interiority	 of	 objects	 as	 I	move	
through	the	scales	of	objects.11 Balance between composition-

















cone	diagram	in	chapter	612 I observed the point of conceptual 
convergence	of	the	project.	It	represented	the	synthesis	of	the	
interior	 space	 of	 composition	 and	 the	 object	 character.	 This	
is	 the	 synthesis	 that	 is	 brought	 into	 landscape.	 This	 object	
character	is	brought	to	the	existing	landscape	interior.	
We	 can	 begin	 to	 see	 the	 development	 of	 the	 space	 of	 the	
existing	compositional	landscape.	It	sits	into	the	sacred	nature	
of	 its	 geometries.	 Its	 low	 slung	 character	 fits	 nicely	 into	 the	
immediate	 relationships.	 It	 nestles	well	 into	 the	 surrounding	
landscape	of	ring	fort,	trees	railway	bridge,	tracks,	topography,	




The	 interior	 spaces	 of	 the	 project	 then	 emerge.	 The	 plateau	

















We	 also	 see	 the	 presentational	 character,	 its	 ‘object’	 nature,	
of	the	project	emerge.	It	 is	itself,	distinct	in	the	landscape.	Its	
primitive	geometry	sits	into	landscape,	but	low,	discrete,	nestled	
into	 the	 tree,	 emphasising	 the	 topography	 and	 recognising	
other	 archaic	 geometries,	 the	 ring	 fort,	 railway	 line,	 etc.	 Its	
monolithic	 quality,	 round	 windows,	 manipulated	 proportions	
defines	 a	 character	 appropriate	 to	 the	 robust	 landscape.	
These	‘objects’	form	at	all	scales	of	building	and	relationships	
between	them	become	evident.	The	two	structural	trees	of	the	
house	enter	 their	conversation,	 the	columns	and	 the	gutters,	
the	gable	moon	window	and	elevational	column.
The	synthesis	moment	of	the	earlier	cone	diagram	is	loosened	
in	 the	 construction	 stage.	 The	 objects	 at	 the	 building	 scale	
develop	 their	 character	 in	 the	 construction.	 For	 example,	





move	 for	economy	 in	construction	 the	horizontal	beams	are	
removed	in	favour	of	a	cantilevering	gutter.	Concrete	retaining	
walls	 are	 eliminated	 in	 favour	 of	 stone	 retaining	 ditches	
that	 can	be	made	by	 the	client	with	 the	 tractor.	Ditches	and	
gates	 are	 manipulated,	 pushing	 and	 shoving	 slightly	 at	 the	
interiority	of	 the	existing	 landscape.	The	design	 logic	evolves	
in	 construction	 and	 ambiguities	 develop.	 The	 relationship	









landscape;	 the	 clients,	 their	 family,	 the	 digger	man,	 the	 local	
concrete	 plant,	 the	 workings	 of	 the	 farm,	 the	 ground,	 the	





My	 spatial	 intelligence	 [van	 Schaik,	 2008]	 was	 formed	 on	 a	
farmyard	 filled	with	 artefacts.	 These	 objects	which	 included	
rusting	bits	of	ploughs,	old	sprongs,	broken	down	machines,	etc.	
formed	a	characterful	landscape.	These	broken	down	objects	
were	more	conspicuous,	characterful,	 fascinating	 than	 those	





In	 Heidegger’s	 concept	 of	 Zuhandenheit;	 his	 tool	 analysis	
in	Being	and	Time	 [Heidegger,	 1953]	we	see	 the	unveiling	of	
the	thingness	or	character	of	objects	 in	 the	change	between	
tool	 and	 broken	 tool.	 As	 Harman	 has	 pointed	 out,	 [Harman,	
2009,	p.	46]	We	see	the	difference	between	readiness	to	hand	
and	 presence	 to	 hand.14	 Harman	 outlined	 that	 “all	 objects	
are	marked	by	a	contrast	between	 their	 subterranean	 reality	
and	 the	series	of	phenomenal	 surfaces	 they	generate	 in	our	
encounter	with	them.”	[Harman,	2009,	p.	55]	If	we	remove	the	
principle phenomenal surface, the tool nature of the object, 
then	multiple	other	phenomenal	surfaces	come	into	view.	This	
is	 evident	 in	 the	 potentiality	 of	 objects	 outlined	 in	 chapter	 6;	
a	move	 from	evident	 to	 hypothetical	meaning	 as	 outlined	 in	
chapter	2.
This	 early	 anthropological	 field	 of	 farmyard	 is	 an	 important	
influence.	 It	 evolves	 a	 sensitivity	 to	 the	 character	 of	 objects.	
Character	of	the	object	emerges	from	subjective	imagination	
and	processes	of	 idealisation	and	contextualisation15 It is the 
basis	for	a	‘farmyard’	character	 in	my	work.	The	late	work	of	
Walter	Pichler,16	 finds	a	 similar	 character	 in	 the	 thingness	of	
farmyard	things,	and	this	is	centred	in	my	CoP.	We	see	a	similar	
interest	 in	myth	and	archeological	 exploration,	 in	a	 farmland	
culture,	 as	 noted	 in	 Hejduk.17	 However,	 Pichler	 explores	 a	
particular	 cultural	 subconscious,	 in	 a	 particular	 context	 and	
written in the artefacts of that place, rather than a subjective 
cultural	subconscious	as	seen	in	Hejduk.	I	have	noted	a	similar	
contextual	 tendency	 in	my	work.	This	 is	well	captured	 in	 the	
following	 paragraph	 by	 Friedrich	 Achleitner	 “The	 villages	




a	discontent	with	 local	conditions.	Nonetheless,	 the	region	 is	



































As	 outlined	 in	 the	 preamble	 to	 the	 Burra	 Charter	 “Places	 of	
cultural	 significance	 enrich	 peoples	 lives,	 often	 providing	 a	
deep	 and	 inspirational	 sense	 of	 connection	 to	 community	
and	landscape,	to	the	past	and	to	lived	experiences.	They	are	
historical	 records,	 that	are	 important	as	 tangible	expressions	
of	 Australian	 identity	 and	 experience.	 Places	 of	 cultural	
significance	reflect	the	diversity	of	our	communities,	telling	us	
about who we are and the past that has formed us and the 
Australian	 landscape.	 They	 are	 irreplaceable	 and	 precious”	
[quoted	in	Laheen,	2010,	p.	13]
The	 Irish	 landscape	 has	 its	 own	 distinct	 interiority.	 Corner	
[Corner,	 1999]	 	 reminds	 us	 “The	 landscape	 idea	 is	 neither	
universally	 shared	 nor	 manifested	 in	 the	 same	 way	 across	









This	 is	 different	 to	 Europe	 as	 Cosgrove	 outlines	 “Between	
1400	and	1900	much	of	Europe	and	 […]	North	America	were	
progressing	 towards	 a	 characteristic	 form	 of	 social	 and	
economic	organisation	which	we	 term	capitalist.”	 [Cosgrove,	
1984,	 p2]19	 He	 continues	 “The	 self-contained	 universes	 of	
manor and parish which we take as the model of the spatial 




In Ireland the manor and parish remained predominant in the 
landscape,	brought	about	by	the	particularities	of	the	social	and	
cultural	history.	As	Laheen	outlines	“factors	have	contributed	
to	 the	 richness	and	continuity	 in	 the	 landscape,	 such	as	 the	
peripheral	 location	 of	 Ireland	 […]	 which	 in	 recent	 centuries	
delayed	 the	 effects	 of	 development	 and	 change	 as	 they	
occurred	on	 the	European	mainland.	Equally,	 in	earlier	 times,	
the	Celtic	hegemony	that	was	broken	by	the	Roman	conquest	
of	 Europe	 continued	 to	 exist	 in	 Ireland	 for	 over	 a	 thousand	
years.	[…]	Until	the	final	eclipse	of	the	Gaelic	order	in	the	early	
seventeenth	century,	 large	parts	of	 Ireland,	particularly	 in	 the	
north and west, continued to be administered in the manner of 
the	rural	multi-kingdom	that	it	had	formerly	been.	Consequently	





a	 commodity,	 released	 from	 the	 bonds	 of	 custom	 and	 allegiance	
Cultural Space of Landscape 7.5
which	had	 formerly	 tied	 the	 labourer	both	socially	and	spatially.	 In	
developing	a	capitalist	mode	of	production,	Europeans	established	
and	 achieved	 a	 dominance	 over	 a	 global	 economy	 and	 a	 global	





rather than in towns and cities as happened in other parts of 
Europe	where	varying	factors,	including	the	force	of	the	Roman	
conquest,	let	a	legacy	of	urbanisation.”	[Laheen,	2010,	p.	6]
In	 contrast	 to	 other	 parts	 of	 Europe,	 Our	 landscape	 has	
maintained	 a	 more	 recent	 connection	 to	 a	 physical	 and	
mythical	 landscape	 born	 in	 this	 pre-christian,	 Gaelic	 culture.	







private	 pleasure.	 It	 no	 longer	 carries	 the	 burden	 of	 social	 or	
moral	 significance	attached	 to	 it	 during	 the	 time	of	 its	most	
active	cultural	evolution”	[Cosgrove,	1984,	p.	2]
A	sacred	or	mythical	character	is	still	associated	with	the	Irish	





ritual	and	 in	associations	with	artefacts	of	 landscape.	This	 is	
particularly	apparent	 in	folklore,	song	and	music.	As	Schama	
points	out	“the	cultural	habits	of	humanity	have	always	made	




true of the Celtic landscape due to the non-urbanised nature 
of	the	society.	The	royal	sites	are	a	good	example,	as	are	the	
less	well	 known	 places	 of	 outdoor	 assembly	 or	 parley	 sites	
of	 the	 dynastic	 families	 in	 the	 Gaelic	 world	 […]	 they	 can	 be	
located	 through	 contemporary	 documentary	 evidence,	 often	




linked	 to	 landscape;	 “One	 of	 the	major	 elements	 of	 the	 Táin	
is	 its	 topography.	 Place-names	 and	 their	 frequent	 fanciful	
meanings	and	origins	occupy	a	remarkable	place	by	modern	
standards.	It	is	often	enough	justification	for	an	inclusion	of	an	
incident	 that	 it	ends	 in	 the	naming	of	some	physical	 feature;	
certain	incidents,	 indeed,	seem	to	have	been	invented	merely	




the	 places	 as	he	 goes.	 This	 phenomenon	 is	 not	 confined	 to	
the	Táin,	or	the	Ulster	Cycle;	it	is	a	continuing	preoccupation	of	
early	and	medieval	Irish	literature,	which	contains	a	whole	class	
of	 topographical	works,	 including	prose	 tracts	and	poems	of	






The	 contemporary	 cartographer	 of	 the	 Aran	 Islands,	 Tim	
Robinson,	 identifies	 similar	 associations	 with	 landscape.	






In	 other	 words,	 we	 have	 retained	 our	 symbolic	 landscape.	
A	 study	 of	 the	 consequences	 of	 this	 symbolic	 character	
for	 creative	 practice	 offers	 scope	 for	 future	 study	 but	must	
unfortunately	 fall	 outside	 this	 current	 research.	 Schama	
recognises	the	importance	of	its	symbolic	nature	“…	it	is	clear	
that	 inherited	 landscape	 myths	 and	 memories	 share	 two	
common	 characteristics:	 their	 surprising	 endurance	 through	
the centuries and their power to shape institutions that we 
still	 live	with.	National	 identity,	 to	 take	 just	 the	most	obvious	
example,	 would	 lose	 much	 of	 its	 ferocious	 enchantment	






their	 dramatis	 personae	 tend	 to	 be	 intimately	 connected	
if	 not	 identified.	Their	 stage	 is	 the	actual	world—	 the	Vale	of	
Tempe,	Mount	Olympus,	 the	 sea,	 or	 the	 sky—and	 not	 some	










belief	 in	the	 imagination	of	western	thought.	 I	explore	similar	







to landscape because I can now use these processes to 
examine	 other	 things.	 As	 processes	 they	 have	 developed	
intuitively	over	my	practice	history	and	are	valuable	to	me	and	
to	my	work.
mythological	 tradition	 is	an	example	of	an	 important	 layer	 in	
the	complex	tapestry	that	makes	the	Irish	 landscape	 interior.	
Langer	also	 talks	about	 the	symbolic	nature	of	myth	and	 its	




in	man’s	mental	 history,	 the	 epic	 lives	 on,	 side	 by	 side	with	
philosophy	and	science	and	all	 the	higher	 forms	of	 thought.”	
[Langer,	1957,	p.	202]
My	creative	practice	emerges	from	the	Irish	cultural	landscape.	
This is a simple, obvious statement but it could not have been 
said		with	understanding	and	clarity	before	this	research	was	
undertaken.	This	landscape	shapes	our	cultural	subconscious	
and	 in	 turn	 becomes	 a	 physical	 record	 of	 our	 society	 and	
beliefs	through	history.	Music	and	architecture	are	the	tools	I	
use	to	examine	and	engage	with	the	cultural	landscape.	I	use	
them as lenses to see this landscape anew and to place work 
back	into	it.	
Landscape	 is	 the	 most	 significant	 enchainment,21	 [van	
Schaik,	 2005,	p.	 106]	 in	my	creative	practice.	 It	 is	 the	 record	
of	our	collective	consciousness.	Understanding	this	allows	the	
practice	to	concentrate	and	develop	it	in	more	depth.	A	creative	
practice in traditional Irish music and architecture will continue 
to	explore	this	from	two	perspectives,	or	‘two	rooms’	as	Jo	Van	
Der	Berghe22	has	said.	













If	we	 refer	 to	Richard	Blythe’s	diagram	we	can	 identify	 three	
principle	areas	of	significance	 in	 the	practice.	Blythe	outlines	





of	 how	 creative	 practice	 works,	 to	 begin	 to	 associate	 these	
key	moments	 in	the	work	 itself	with	other	projects	and	other	











project.	 […]	 in	 traditional	 research	methodologies	 this	 is	often	
referred	 to	as	establishing	a	 literature	 review.	But	because	 in	
creative	practice	work	it	is	not	just	text	but	also	drawings	and	
works	and	so	on,	and	also	including	texts,	we	refer	to	this	as	
the communities of practice that surround a particular creative 
practice.”	[Blythe,	2014]	I	have	identified	these	moments	of	sig-










terior	 Space	 of	Composition’	 in	 the	 creative	 process.	 An	 ex-
ploration of the perceptual and conceptual processes used in 
the actual practice has been subject of a literature review as 
we	 have	 seen	 in	 the	 research.	 This	 literature	 review,	 explor-





There	 is	 also	 a	 community	 of	 practice	 that	 works	 from	 a	
shared	syntactical	 landscape	of	different	creative	disciplines;	
that	combines	musical	and	spatial	intelligences	in	the	projects	
themselves.	 This	 predominantly	 includes	 artists	 and	 musi-
cians	who	cross	creative	fields.	Particular	examples	in	my	CoP	
include	 Sophie	 Clements,	 Xenakis,	 Alvin	 Lucier,	 Renaissance	
principles	 of	 proportion	 and	others.	 These	 examples	 explore	













research I have evidenced the deep connections between two 
modes	of	practice,	music	and	architecture.	As	Leon	van	Schaik	
has	pointed	out;	 “The	 research	makes	evident	deep	connec-
tions between the two modes of practice, modes that are often 
casually	 linked	 but	 that	 have	 heretofore	 had	 their	 inter-con-
nectedness	demonstrated	at	a	practice	 level.	This	 is	a	major	
contribution	 to	knowledge.”24 This has been demonstrated in 
the	 research	by	 carefully	 analysing	 the	practice	 and	 thought	








landscapes.	We	have	 observed	 the	methods	 of	 this	 creative	
anthropology	 in	 music	 and	 architecture,	 in	 other	 words	 the	
methods	 of	 an	 ‘anthropological	 practice.’	We	 have	 seen	 the	
creativity	of	 the	processes	 that	bring	new	 ‘artefacts,’	objects	




long	and	distinguished	 tradition	of	study	 in	 the	anthropology	











developed from a shared practice in traditional Irish music 
and	 architecture,	 evidences	 this	 creativity	 that	 produces	 ar-



















ogy	 are	 precisely	 those	 that	 render	 it	 incompatible	 with	 the	
practice	of	ethnography.	On	the	one	hand	the	speculative,	ex-







that the real potential for productive collaboration between 
art	and	anthropology	lies.	Could	certain	art	practices	suggest	
new	ways	of	 doing	 anthropology?	 […]	 If	 there	 are	 similarities	
between	the	ways	in	which	artists	and	anthropologists	study	
with	the	world,	then	could	we	not	regard	the	artwork	as	a	re-
sult	 of	 something	 like	 an	 anthropological	 study,	 rather	 than	
as	an	object	of	such	study.”	 [Ingold,	2013,	p.	8]	This	research	







and	observations	were	 identified	 in	 the	 literature	 review.	This	





















sociated	with	 artefacts	of	 cultural	meaning	and	character	 in	
architecture.	Mentors	(or	challengers)	such	as	Hejduk,	Pichler	
and others demonstrate, in their work, tendencies towards 
symbolic	thinking,	an	emphasis	on	intuition	and	an	archeolog-

























practice	 that	 supports	 a	 ‘tri-polar	 environment	 of	 practice’26 
comprised	 of	mentors,	 peers	 and	 challengers	 crucial	 to	 the	
environment	of	research.	Important	shifts	have	been	brought	









The research makes evident deep connections between two 
modes	 of	 practice,	music	 and	 architecture.	 It	 demonstrates	
this inter-connectedness at a practice level and demonstrates 
the	 particularities	 of	 the	 processes	 used.	 It	 also	makes	 evi-
dent	 that,	 on	a	meta	 level,	 insights	 and	meanings,	 that	 exist	
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